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INTRODUCTION 

TO 
MUSIC APPRECIATION: 

An Objective Approach to Listening 

by WILLIAM HUGH MSI ! FB 



'I his is the only work of its kind which in- 
tegrates psychology, philosophy, and general 
aesthetics with music and the fine arts. Popular 
music is introduced in contrast to "sei iou^" 

music. I he listener has the advantage of learn- 
ing about himself in relation to music. 

When he reads this text, the listener is ex- 
pected to think, He is introduced to general 
aesthetics by the presentation of problems re- 
lating to music and the subsequent answers. 
I his challenging material will awaken his intel- 
lectual curiosity. Where other texts seek to 
*'t*rtf<ntn to the common practice of being gen- 
et id ami uitehaUeMging, this seeks to be specific 
and stimulating. 
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Suggestions for Classroom and 
Group Use 



The writer has long felt the need for a course of study in which active 
rather than passive listening occurs. Our aim is to encourage critical listen- 
ing by coining into direct contact with great music throughout the several 
periods of music history. The Units which follow become, through study 
and listening to music, an aesthetic and psychological approach to under 
standing and enjoyment, 

Philosophy 

The philosophy behind the Units is based on modern psychology which 
believes that (1) everyone is capable of some degree of music appreciation, 

(2) that aesthetic enjoyment is both a mental and an affective process, and 

(3) Hurt musical taste can be developed (and changed) through training. 
This, then, becomes a positive rather than a negative approach to the study 
of music literature. Its purpose is to bring the untrained listener to I he 
threshold of aesthetic enjoyment. 

Scope 

The music literature covered by the Units is concentrated in the 
'Baroque, the Classic, the Romantic, and the Modern periods of music 
history. While the Units have been prepared with some consideration for 
the chronology of nmsie history, the main purpose has been to pyramid 
the elements of music rhythm, melody, harmony, and tone color by 
studying and analyzing the aspects of each, their juxtaposition, and, finally, 
their effect on musical form and style. While the Units may be used in- 
dependently of each other, and in any sequence, the end result is better if 
the continuity of the Units remains as shown so that the student becomes 
aware of music as a unified whole made up of its parts. 



vi Suggestions for Classroom and Study Group Use 

The Units arc a compendium of relevant thinking and knowledge per- 
taining to philosophy, aesthetics, and psychology as applied to the field of 
music. Much in its own way explains what music is, what it docs or what: 
it cannot do. In contrast to prevalent practice, this text amply discusses 
the basic fundamentals of music and their workings, thereby insuring a 
complete and well-integrated concept of the art of music. To this end, the 
Units have been tested many years in the classroom. 

One of the distinct advantages of this course is the flexibility of the 
material. By making use of the complete record lists and the bibliography, 
a class may be led into major musicological research of considerable in- 
terest; especially in groups where independent work is encouraged. 

Record Lists 

Appendix V includes an extensive record list for the several Units, The 
following suggestions arc given for the use of the records; 

1, Compositions should be selected from the lists which meet the needs 
of the listeners and the purpose of the instructor. 

2, Allow the listeners to hear the composition or the movement as a 
whole as many times as possible before study psychological evidence 
supports the belief that through repetition and familiarity there is an 
increase in comprehension i licit proceed to a study of its parts. Deal 
with the music abstractly, Avoid explanations while the music is being 
played. The essence of the Units is listening to nmsic -'"experiencing; - 
rather than talking about it. We are interested in aesthetic experience 
rather than populaii/ing the music by hiking the music out of music 
by the use of program notes, etc., to set the stage, 

3, It is suggested that the Spot Quit Chart (p. vii) be used for ease in 
recording and cheeking of student answers, The qui/, is administered 
by placing the phonograph needle at any spot on the avoid previously 
studied for recognition as .shown by the items across the heading of 
the sample Spol)uiy; Chart. Scores are derived by adding up the* 
number of possible answers and subtract ing one point for each mis 
take, The instructor may also count off for misspelled names and 
titles. For the spot c|iiix/.as, the records me cumulative for the* semes* 
ter. Records' for each Unit; should be included in each qui/, so that 
the student is always held responsible for (hose records previously 
studied. The final exam comes from the entire list, 

4, It will be necessary for the instiuetor to seek out the respective spot 
on the record which illustrates the material being studied. Obviously 
with 78 rpm,, 4? rpm,, and 31 rpm, records*, it would be an endless 
task to explain where each spot is located, It should he mentioned 
that, while the record list is quite eowplete, it is not alMnduxive. 
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v *** Suggestions for Classroom and Study Group Use 

As the instructor finds other examples, lie should add them to the list. 

5. Almost every composition listed is available on phonograph records. 
Sec Irving Kolodin's The New Guide to Recorded Music and David 
Hall's Records. Another excellent record source is Schwann's "Long 
Playing" Record Catalogue which is issued monthly and is obtainable 
at nominal cost. 

6, While it is intended that the records will be presented and discussed 
in class, outside listening is intended for each student if at all possible. 

Quotations 
The documentation for the several Units is to be found in Appendix I, 

Specific Bibliography 

The references found in Appendix If arc intended to give the listener 
a broad overview of the material presented and also to help the listener 
orient himself in each Unit. The listener should familiarize himself with 

(he abbreviations shown earlier, for they will be used in subsequent Units. 
The references are confined to a rather small selective list to minimi/e the 
necessity for an extensive library of books. Since the essential material is 
contained in the text, the listener ami/or the instrudor may exercise his 
freedom of choice in the selection of references for required reading, The 
references cited in Appendix II constitute the bibliography for I lie several 
Units, 

If desired,, periodic quizzes may he given over the reference material in 
(lie list. 

< lencral Bibliography 

The bibliography listed in Appendix III is of a general nature and is 
intended to serve three purposes; (1) genera) reading (2) reference, and 
(?) as source material, to help the listener with the program notes which 
he may be asked to write for each composition. It is suggested that the 
program notes include four to eight measures of the pertinent thematic 1 
material of each composition. Whether or not the program notes- are docu- 
mented with sources listed as footnotes* is left to the instructor. 

The books having to <1o with specific composers and their works are 
listed only once and are correlated with the first appearance of the respec- 
tive composer in the record lists of Appendix V, 

Supplementary Material 

Certain technical information having to do with Unit VII is to he found 
in Appendix IV. If there is a need for additional information on acoustics, 
this material may be used, 

WiLUAtV! H'tfcill MfLLKE 
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Prologue 



Man, Music, cmd Society. In the course of man's progress front the pritui 
live to the present, music lias been a needful part of his existence. In the 
cycle from birth to death, primitive man's experiences in the art of living 
ranged through five basic types of itlilitttrutn music music that is used to 

satisfy basic needs, namely, (1) work songs, (2) war dances, 0) ballads, 
(4) ritual dances, and (5) chants* Through the enlightenment ami refine 
merit of taste acquired by intellectual and aesthetic training resulting from 
education and discipline, this utilitarian music has evolved into the follow- 
ing: (1) art songs, (2) marches and inarch songs, (1) art' ballads*, (4) social 
dancesfolk, court, and ballroom, and (S) liturgical music. 

It is not our purpose to trace these five bask* types through another his 
lory of music but; rather, to enhance man's contemporary living by pro 
vicling a guide to understanding and the enjoyment' of music by; (1) build- 
ing a diversified listening repertory, (2) probing the psychological and 
aesthetic aspects of music and its elements, 0) presenting essential his 
torical background, (4) showing the relationship of music to the allied arts* 
and (5) providing a description of voices and instrument's, styles, and musi 
cal textures* 

So, as Tonic sings in the "Prologue" to the opera I Pttgticicci by Leon 
cavallo t 

"Aridiam, Incomincmtel'* 

("Come on! [Let us] begin!") 



PART I 



General Principles 




Aesthetic Principles of Music and the 

Allied Arts: 
A Comparison of Media 



THE INVOLUTION OF MUSIC 

J ( V)r many centuries people have speculated as to how music began. Spec- 
ulation has been necessary been use the music of the most primitive peo- 
ples lias been obliterated by time. Actually, all we have for reference 
today is the crude music of the present-day primitives which is still ex- 
tant 

From Primitive to Aesthetic Art 

No one has yet: proved beyond the shadow of a doubt: how music 
began because no one has been able to get close enough to its origin. 
But many theories have been advanced by philosophers, scientists; and 
musicologists, One theory has it that music came into existence through 
the primitive's imitation of bird songs; another speculates that music may 
be traced to the act of mating and wooing (Darwin). Primitive songs 
which required rhythmic co-ordination of the movements of the singers 
as they worked were adjudged to be the source of music (Biichcr), Still 
another theory is that man's first musical impulse was a purely rhythmic 
one hence, music had its roots in the dance (Wallasehcck); then there 
is the theory which still persists that music had its origin in emotional 
speech (Rousseau, Spencer). However, the same fallacy exists in all these 
theories, namely, that music had a common source. If we do not accept 
the theory of a common root, then music had to begin of and by itself, 
but how? A plausible answer is that it had its beginning in song (how- 
ever primitive) and arose at the same time, separate and apart from im- 
passioned speech (Sachs/ Parker 3 ).* 

The requirements of primitive life undoubtedly gave rise to a variety 

* The sources of these and subsequent references arc to be found in Appendix I, 

3 



4 General Principles 

of sounds which were used for communication. When associated with 
recurring events, these sounds probably gave fortli various voice inflec- 
tions created by the mood of the occasion, such as shouts of joy, anger, 
sorrow, or pain impassioned speech. But the primitive singer often used 
devices to "mask" his voice so that the singing would have a character- 
istic sound different from that of speech. 5 As primitive singing reached 
emotional heights, the singer changed the quality of the sound, by such 
means as falsetto, or nasal placement, fo render it unlike flic speaking 
voice. 4 

We may further thcori/,0 that man later discovered that sounds could 
be made apart from him and such percussion instruments as gongs, drums, 
and cymbals came into existence. These had the utilitarian purpose of 
providing rhythmic accompaniment for the dance and oilier communal 
activities. It may have taken centuries for the primitive peoples lo begin 
creating pleasurable tones and rhythmical sounds apart from their tribal 
ceremonies. As long as music remained in a natural and practical state, 
it; could not be a free art form* At the time when tribal instruments and 
song were made for their own M//CC, music became a free art and took 

its place with the purely aesthetic- r/r/ ;;n/,v/c-which is its ultimate stage 

of development, 

PHILOSOPHY OF ART (AKSTHKTICS) 

Definition of Aesthetics 

Though the science of aesthetics contributes to lite field of the nut 
nral and social sciences' and philosophy, we shall he concerned here with 
aesthetics as applied to the arts, We need to know the meaning and 
scope of the word if we are to UKC it effectively. Coining fioin the Creek 
word aisllwm, meaning feeling sensation, aesthetics is that branch of 
philosophy and psychology which attempts 1 to systematise u body of ideas 
and principles that deal with the beautiful, sensation, and emotion, as* 
related to works of art, s Therefore, Aesthetics explains 1 what art is by 
adapting scientific method to works of art, thus raising them to the level 
of intelligence and understanding. 

Definition of Art 

If you were observing a clump of trees, what 1 would he your reaction? 
Actually, it would depend on whether you arc a practical individual look- 
ing for firewood, a botanist investigating the trees; or an artist who sees 
them as something beautiful. Here are three people looking at the same 

thing but obviously not seeing the same tiling one is practical, one $CT 
entific, and one artistic. What 1 we sec depends on our purpose, To some 
extent each of us is practical, scientific^ and artistie, but a predominance 
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of any one of these inclinations causes different end results. Transferred 
to canvas, the clump of trees becomes, in the hands of a master crafts- 
man, a thing of beauty and a work of art. 

This brings us to the question of what is art? Simply and briefly stated, 
art is free expression in which the artist vividly communicates to others, 
perhaps less gifted, what he sees in his mind's eye. The observer calls 
the clump of trees a work of art when he sees them not as trees but as 
a form which so interests him that he becomes absorbed and steeped in 
it. For the philosopher, this is the true aesthetic experience and one 
which has intrinsic value for the observer. To do this the artist must 
rise above mere skill and present a perfect subject in an inimitable way. 
The true lover of art is susceptible and responsive to this perfection, 

THE AESTHETICS OF MUSIC 
Definition of Musical Aesthetics 

What is the meaning and scope of the aesthetics of music? In the 
words of Apcl, "Musical aesthetics is the study of the relationship of 
music to the human senses and intellect/' This, of course, implies that 
the aesthetics of music deals with the beautiful in music. What is beau- 
tiful depends on whether the philosopher, the psychologist, or the critic 
makes the evaluation. The key words for each of these are; philosopher 
<~>vahie> psychologist behavior, and critic standards. Not only docs each 
one of the fields just named contribute to the other and to musical aes- 
thetics, but musical aesthetics contributes to each in its own way. Phi- 
losophers who arc untrained in music tend to deal with musical aes- 
thetics in a very theoreticalabstract aianner. But wo arc to be pri- 
marily concerned with those philosophers critics, performers, composers 
and psychologists who arc versed in the field of music and who, on 
the basis of values, standards, and behavior, tend to supply musical aes- 
thetics with practical criteria. 

Let us examine the aesthetics of the several periods of music history. 
We shall be concerned not only with those philosophers who hold a pre- 
eminent placCjin music history, but with the respective theories which 
influenced the musical aesthetics of a given period. It will be apparent 
that each of tines? periods was dominated by the philosophies of men 
wlicr were long since dead. It should be remembered also that both utili- 
tarian and art music existed in varying degrees during these periods, 

In Antiquity (AD, 350-600) 

Though music in various forms had been in existence in southwest 

Asia and Egypt: prior to this time, it remained for the Greeks to estab- 
lish what has been termed the science of music. The musical aesthetics 
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of Pythagoras (c. ??0 B.C.), the inatheinatieian and philosopher, related 
the muthematieal theory of harmony to the harmony of the universe. 7 
Musical philosophy of the period was preoccupied with the relationship 
of numbers to music, and it was Pythagoras who established the acous- 
tical principles on which the laws of proportion the relation of the 
length of a vibrating body to pitchin our music are based (see p. 9? ff.), 

Plato's (427~ : >47 B.C.) philosophy, based on education, related good 
and useful music to moral conduct. His philosophy had psychological 
implications in that he taught that music developed and fortified one's 
personality, and had therapeutic value in that it soothed one's emotions. 
For him, culture could be fulfilled only through education whieh would 
foster a love of the bcauliful and result in man's own beauty and &oocl 
ncss, H For Plato, music was the foremost of the arts and, as such, was 
not to be used merely for amusement. 

This period saw the rise of Christian chant (Cre^oi'ian)/ (see p. 74 If.). 

In the Middle Ages (600-BOO) 

This era was dominated by the writings ol the philosopher psychologist 
Aristotle (W ^22 B.C.), a pupil of Plato, who based his aesthetics on 
a realistic view of music, believing that a knowledge* of music conic-, 
through actual experience with it, lie advocated the shuly of music foi 
its educational value, therapeutic value, amusement, and its appeal to 
the intellect, In Aristotle* the parallelism of .scientific investigation and 
the principle of purification of the emotions by music is in evidence," 

The Middle Afjes saw the development of Gregorian chant to its 
highest point (see p. 74 ft','}, the bcj^inniiiR of polyphony (sec p. 77 IT.), 
and the rise of secular music. Architecture stood at the head ol the othei 
arts, The people to be reckoned with in music were Leon in us, Peiotinus, 
Ftaneo of Cologne, Petius dc Cruee, and the Troubadours, Trotiveres, 
Minnesingers, and 



In the Gothic Period (12WM450) 

Pointing toward Boethian (Boethius) philosophy was a work by St, 
Augustine (AJX ^4 430)- -ewe of the early Cliiistian Fathers, In the 
sixth book of his l)e AfuwV</, St. Augustine bused his principles on math' 
enwtieal law, thus establishing music as a science. In addition* the sixth 
book is an erudite psychological analysis, unique at this sta^c of nuisic 
history, of musical perception and uudeistawling of (1) .sound, (2) hear 
tng, (1) imagination, (4) memory, and (5) menial activity* Moral strength 
was to be derived from the ability of the mind to assimilate music, 

Boethius (A.IX 480 524) in his DC* inxtitulunu' mwtivtt, written about 
one hmidral years after the l)e ntudat of St. Augustine, developed a 
philosophy of music which possessed a broader base than any which had 
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been advocated heretofore, and It served to influence musical thought 
for about a thousand years. While he believed that music not only pos- 
sessed the attributes akin to the universal harmony of the planets as pro- 
fessed by Pythagoras, he insisted that music also possessed qualities which 
benefited the body and the mind. His aesthetics placed the emphasis, 
however, on music as a mathematical science and music as soundacous- 
tics. He states explicitly in De institutione that "[music] is founded in 
reason and speculation." 10 This conception meant that the moral power 
of music acts on the mind. 

Boethius classified those concerned with the art of music as performer 
especially for the purpose of earning a livelihood poet, and critic. Al- 
ways the scientist, he favors the critic. 

Cassiodorus (c. A.D. 490-580), a contemporary of Boethius, merely 
summarized what was previously known. He supported the Pythagorean 
theory of the music of the universe, the close association of music and 
religion, and music as the science of sounds. In addition, Cassiodorus 
divided music into three parts: ftdrmom'c* high and low sounds, rhyth- 
mics ike combination of words with music, and metrics analysis of the 
various meters. 

In this period architecture eclipsed the other arts. Music moved from 
sacred to secular. The leading musical figures were Guillaume de Ma- 
chaut, Francesco Landini, John Dunstable, Guillaume Dufay, and Gilles 
Binchois. 

In the Renaissance Period (1450-1600) 

The aesthetic point of view of this period may best be expressed by 
one word humanism the rebirth, spiritually and intellectually, of man, 
and characterized by man's desire for personal expression uncontrolled 
by the Church. Beauty was cultivated for its own sake. Secular music 
benefited the most from this new aesthetic principle. In all, this move- 
ment resulted in a development of artistic taste and the elevation of 
musical standards. Heretofore, books and music had been available only 
in manuscript, but the year 1450 saw the printing of the first book, and 
in 1501 the first printed music made its appearance. These two inven- 
Wn^mved to be great socializing forces, for they made literature and 
music available not only to the elite but to large segments of the mid- 
dle class as well. Learning was cultivated for its own sake. Harmony be- 
came the essence of musical-aesthetic doctrine represented first by the 
perfection of the horizontal contrapuntal texture and later by the ad- 
vent of vertical chordal texture. Diatonic harmony was superseded by 
a new chromatic (see p. 108 f.) enharmonic style (musica fictd) (see p. 
89 if.). Since harmony played such an important part in the aesthetic 
doctrine of this period it is appropriate to mention the great contribu- 
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Plate II Renaissance. Madonna and Child enthroned with Saints Catherine, Peter, Cecilia, 
Paul, and the Infant Saint John the Baptist. Raphael 1483-1520. (Courtesy, The Metro- 
politan Museum of Art. Gift of J. Pierpont Morgan, 1916.) 
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tlon of Zarlino (1517-1590) to the theoretical aspects of the new aes- 
thetic. By means of three invaluable woiksIstitutioni harmoniche, Dimo- 
strationi harmoniche, and Sopplimenti musicdihe, reshaped the whole 
structure of harmony. Among other contributions he gave legitimate sta- 
tus to the troublesome third (see p. 79), established the triad (see p. 
95 ff.) as the cornerstone of harmonic construction, and advocated the 
division of the octave (see p. 96 ff.) into twelve equal half steps (see p. 
89), 11 

The Renaissance brought a renewed emphasis on sacred music and 
also marks the starting point of instrumental music. In this period paint- 
ing reigned supreme. In music, the names of Jacob Obrecht, Jan van 
Ockeghem, Giovanni Pierluigi da Palestrina, Orlando di Lasso, William 
Byrd, Tomas Luis de Victoria (Vittoria), and Giovanni Gabrieli domi- 
nated the period. 

In the Baroque Period (1580-1730) 

This period may well be called one of musical extravagance. In this 
respect music followed in the paths of painting, sculpture, architecture, 
and literature. The emergence of form as an aesthetic precept was of 
paramount importance to the artist, so much so that form was often 
cultivated for its own sake. The Baroque was a period of creative virtu- 
osity. Music and the other arts combined in a fanciful display for about 
150 years. All of this served to develop in all forms of art an elaborate, 
and sometimes outlandish and grotesque, style. Although the Baroque 
represents rich color and splendor, the overtheatrical and the sentimental, 
the importance of all this should not be underestimated. Here, forms 
and styles were created which have come down to us today. Chordal 
harmony thorough bass (realizing an accompanying part or parts to a 
given bass by a system of numbers) was the dominant method in music. 
Of all the arts in this period, music reigned supreme. In the Baroque 
period we find the beginning of monodyaccompanied solo song (see 
p 83) opera (see p. 83 f.) with its offshoots of oratorio and cantata, 
and the recitativeintoned speech used to emphasize a text of more or 
less narrative character; the rise of instruments and such instrumental 
forms as the variation (see p. 189 ff.), fugue (see p. 193 ff.), suite (see p. 
55 ff.), sonata a three- or four-movement work for solo instrument or solo 
instrument with accompaniment, concerto usually a three-movement work 
for solo player and orchestra, and symphony a sonata for orchestra in four 
extended movements. These are the heritage of the music of our time. 12 

The dominant musical figures in the Baroque period were Claudio 
Monteverdi, Jacopo Peri, Jean Baptiste Lully, Henry Purcell, Johann Se- 
bastian Bach, and Georg Friedrich Handel. 
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Plate III Baroque. Flora. Rembrandt Harmensz. van Ryn 1606-1669. (Courtesy, The 
Metropolitan Museum of Art. Gift of Archer M. Huntington, in memory of his father, 
Collis Potter Huntington, 1926.) 

In the Rococo Period (1715-1750) 

There were two styles which developed after the Baroque period: (1) 
the Rococo which was courtly and aristocratic, and (2) the style bour- 
geois middle class which led to so-called classical music. The Rococo 
period represented a distinct change from the philosophical doctrine of 
effect from Baroque seriousness and heaviness to Rococo lightness and 
elegance (gallant style). The cultural center shifted from the church to 
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Plate IV Rococo. The Toilet of Venus. Boucher, Francois 1703-1770. (Courtesy, The 
Metropolitan Museum of Art. Bequest of William K. Vanderbilt, 1920.) 
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the rarefied atmosphere of the "salon;* with the emphasis being placed 
on secular music in which melody profusely decorated was the domi- 
nant element. The Rococo was doomed because It was geared to the 
wrong segment of society aristocracy. 

The leading musical figures were Francois Couperin, Georg Philipp 
Telemann, Domenico Scarlatti, and Jean Philippe Rameau, 

In the Classic Period (1750-1825) 

Although the Rococo (gallant style] added elegance and ornamentation, 
it was the style bourgeois which spawned the classic period. Here was a 
style which embodied simplicity, warmth, soul, and sentiment. While the 
aesthetics of the classic period leaned heavily on the psychological with 
sensuousness being the essence of the style, the cultural center moved 
from the rarefied atmosphere of the salon to the warmer climate of the 
middle class. Thus was developed a somew r hat "popular'" style in which 
melody was the dominant element, though somewhat less decorative than 
the pure Rococo. As evidence we may cite the great number of accom- 
panied solo songs, the accepted topic being love. In this period there 
also arose a newly educated middle class which accounts for the fact that 
this period is called the Age of Enlightenment. The music represents 
simplicity of chordal structure tonic (see p. 94), dominant (see p. 97 f.), 
subdominant (see p. 98 f.) augmented by a simple melodic line em- 
broidered with filigree. 13 Foreshadowing what actually happened to Ger- 
man music toward the end of the century, Quantz advocates a mixture 
of the Italian, French, and German taste to create a new aesthetic called 
sensitive style (Empfindsamer Stil). This new aesthetic principle insisted 
on greater expressiveness in music. The use of contrasting dynamic ef- 
fects, from triple piano (ppp) to triple forte (fff), and tone color (see 
p. 122 ft), became the handmaidens of this new sensitive style foreshadow- 
ing Classical and Romantic music. 14 

This greater expressiveness is evident in the development of the sonata 
form (see p. 10) by such classicists as Joseph Haydn, Wolfgang Amadeus 
Mozart, Ludwig van Beethoven, and Franz Schubert. While the Rococo 
spirit is still evident in the music of these composers, the latter part of 
the eighteenth century may be more correctly called the Classic period, 
due to the emphasis on the classic idea of beauty of form and style; the 
arts had turned toward the strictest classicism by 1789. The trend was 
toward absolute music (see p. 26) with the symphony (see p. 10) being 
considered the highest form of instrumental music. 

In America the works of Handel and other Baroque composers were 
reflected in the music of Francis Hopkinson (1737-1791) and William 
Billings (1746-1800). 
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Plate V Classicism. Mrs. Richard Brinsky Sheridan(?} (Elizabeth Ann Linley, 1754-1792). 
Reynolds, Joshua 1723-1792. (Courtesy, The Metropolitan Museum of Art. Bequest of 
Mary Stillman Harkness, 1950.) 
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In the Romantic Period 11825-1900) 

In this era we find a revolt against the aesthetics of the classic period 
which we should remember were based on order, form, discipline, and 
logical use of materials. Music became exceedingly personal, and freedom 
^became the essence of the Romantic periodfreedom of style aed form 
freedom of thought and imagination. The essence of music was to be 
found in feeling the emotions. Jean Paul, one of the literary giants of 
the period, gave a definition of the new-found freedom of expression: 
"Romanticism is beauty without bounds the beautiful infinite, just as 
there is an exalted infinite/' 15 In discussing the music of Beethoven, 
E. T, A. Hoffmann, a champion of romanticism, describes the new aes- 
thetic: "Beethoven's music sets in motion the lever of fear, of awe, of 
horror, of suffering, and awakens just that infinite longing which is the 
essence of romanticism." 16 

All the arts moved within the orbit of romanticism to such an extent 
that one complemented the other. Particularly was this true of music, 
poetry, and drama. Through this union of the arts the way was opened 
for romantic opera. On this subject E. T. A. Hoffmann has this to say: 

... I regard the romantic opera as the only genuine one, for only in the 
land of romance is music at home. ... A genuinely romantic opera is writ- 
ten only by a gifted and inspired poet, for only such a one can bring to life 
the wondrous phenomena of the spirit world; on his wings we are lifted over 
the chasm which otherwise divides us from it; and, grown accustomed to the 
strange country, we believe in the marvels which, as inevitable effects of the 
action of higher natures on our being, take place visibly and bring about all 
the strong, powerfully affecting situations which fill us, now with awe and 
horror, now with the highest bliss. ... In an opera the action of higher na- 
tures on our being takes place visibly, thus opening up before our eyes a ro- 
mantic existence in which language, too, is raised to a higher power, or rather, 
is borrowed from that faraway country from music, that is, from song 
where action and situation themselves, . . . take hold of us and transport 
us the more forcefully. 17 

Into this philosophy Richard Wagner was bom. After Beethoven the 
romantic period stressed an aesthetic called descriptive program music in 
which the essence of music was believed to lie in its extramusical quali- 
ties. The Romantic period served to give new life to a centuries-old aes- 
thetic. Redism and naturalism were offshoots- of descriptive music. The 
former had its foundation in description (Berlioz, Wagner, Liszt). The 
latter was a reaction to realism and its essence lay in the true-to-life sit- 
uations (Bizet and the French School). 

The critic Eduard Hanslick was in vigorous opposition to the fusion 
of the arts as advocated by Wagner and his followers. Believing that 
the new romanticism was a dangerous path for music to follow, he wrote 
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a pamphlet, On the Beautiful in Music, in which he declared that music 
is an aotoBomous art an abstract study through its elements being ab- 
solute and without extramusical qualities and incapable of representation. 

Its nature is specifically musical By this we mean that the beautiful is not 
contingent opon ? or in need of any subject introduced from without, but that 
it consists wholly of sounds artistically combined. The ingenious coordination 
of intrinsically pleasing sounds, their consonance and contrast, their flight and 
re-approach, their increasing and diminishing strength that it is, which in free 
and unimpeded forms, presents itself to our mental vision. 18 

From the foregoing we are able to see that the Romantic period is a 
study in aesthetic contrasts. 

Representative composers besides those already named are Franz Schu- 
bert, Robert Schumann, Johannes Brahms, Hugo Wolf, Giuseppe Verdi, 
Peter Ilyich Tschaikowsky, Nicholas Rimsky-Korsakov, Camille Saint- 
Saens, and Cesar FrancL In the twilight of romanticism are Paul Dukas, 
Ernst von Dohnanyi, Sergei Rachmaninoff, Anton Bruckner, Gustav 
Mahler, Alexandre Scriabin, Erik Satie, and Richard Strauss. In America 
we find such men as John Knowles Paine, George W. Chadwick, and 
Edward MacDowell continuing in the Romantic spirit. 

Chromatic harmony (see p. 89 f., p. 108 f.) was one of the chief devices 
in this new^ aesthetic, resulting in free use of chromatic alterations and 
modulation to remote keys. 

In the Modern Period (1900- ) 

At the turn of the century romanticism was experiencing a breakdown 
because of the desire of composers for a new aesthetic. Impressionism 
became the answer to this desire for revolt against the romanticism of 
Beethoven and Brahms and the realism of Wagner and Liszt. This "ism" 
had its origin in such impressionist poets and painters as Verlaine and 
Mallarme, Monet and Renoir, respectively. Impressionism may be de- 
scribed as impressions which are alluded to rather than stated as "see- 
ing through a glass darkly" vagueness the play of tonal colors to create 
a sensuous quality indicative of the elusiveness of life. In other words, 
to substitute the impression of an image which is left on the mind's eye 
for photographic clarity, reality, and naturalness. Claude Debussy was 
the founder of the new aesthetic and to implement it in music he de- 
veloped the whole-tone scale (see p. 90 f.); a harmonic structure com- 
posed of chords with added seconds, fourths, sixths, and sevenths (see 
p. 85); chords moving in parallel motion which avoids a system of key- 
relationships of major and minor tonality (see p. 86 ff.); and a fragmentary 
melodic line (see p. 69 f .), all of which served to weaken the cadences 
(see p. 172 f .). With these new materials and devices Debussy created new 




Plate VII Impressionism. Rouen Cathedral. Monet, Claude 1840-1926. (Courtesy, The 
Metropolitan Museum of Art. The Theodore M. Davis Collection. Bequest of Theodore M. 
Davis, 1915.) 

18 
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sounds and a new style. Although he denies it In the Rice Institute 
{Texas) Lectures of 1928 (see LangMWC, DorianHMP, ApelHD, Fin- 
neyHMj, Maurice Ravel was also an exponent of this style, albeit his 
approach was somewhat more classical with regard to structure and line. 
The modernism of Igor Stravinsky, Bela Bartok, Paul Hindemith, Darius 
Milhaud, Ottorino Respighi, and Frederick Delius, Arthur Honegger, 
Francis Poulenc, Charles Martin Loeffler, and Albert Roussel, was greatly 
inluenced by the methods employed by Debussy. 

Another reaction to the cliches of a waning romanticism was that of 
naturalism (see p. 15). This was a movement against the universality of 
music. Nationalism promoted national and racial traits by the use of folk 
tunes and dance rhythms of a given country. Representative composers 
of this movement are: Michael Glinka, Bedrich Smetana, Alexander 
Borodin, Modeste Moussorgsky, Antonin Dvorak, Isaac Albeniz, Manuel 
de Falla, Jan Sibelius, Edward Elgar, Heitor Villa-Lobos, Carlos Chavez, 
Emanuel Chabrier, Gabriel Faure, and Zoltan Kodaly. In America Henry 
Burleigh, Nathaniel Dett, Arthur Farwell, Harvey Loomis, Charles S. 
Skilton, Charles Wakefield Cadman, and John Rosamond Johnson, Henry 
F. Gilbert, Frederick Converse, Roy Harris, and Aaron Copland are ex- 
ponents of this movement. (See Plate VIII.) 

But Arnold Schoenberg stands as the pivotal point for modern music. 
This music is also a reaction against the ultra-romanticism of Wagner 
but partakes of the essence of impressionism namely, vagueness and the 
desire for a new idiom. Expressionism became the opposite of impres- 
sionismfrom "outer" to "inner" impressions which had their source in 
the subconscious mind. It represented complete disregard in the con- 
ventional sense for beauty of form arising from the harmony of bal- 
anced proportions. Schoenberg's music has been described as eye music 
rather than ear music because of its extreme complexity for the ear to 
grasp. His disciples are Alban Berg, Paul Hindemith, and Ernst Kfenek. 
In some instances they have used the devices of Schoenberg to better 
advantage. (See Plate IX.) 

Based solidly on the aesthetic of nationalism, the music of Sibelius is 
not modern in the conventional sense. His music exudes a rugged in- 
dividualism imbued with musicianship and imagination. His place in the 
musical firmament is solely dependent on how the future assesses the 
worth of his symphonies. His works are best known in Finland and 
America. 

Neoclassicism is a movement based on the philosophy and the aes- 
thetics of the pre-Bach and Bach eras. It represents, also, a strong re- 
action against the romanticism of the nineteenth and early twentieth 
centuries. In neoclassicism, emphasis is again placed on counterpoint as 
well as on some of the early forms. Descriptive music, as such, became 
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Plate VIII Nationalism. General George Washington before the Battle of Trenton. Tram- 
bull, John 1756-1843. (Courtesy, The Metropolitan Museum of Art. Bequest of Grace 
Wilkes, 1922.) 
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passe. While a few American composers are rooted In romanticism, im- 
pressionism, or expressionism, the majority of the present generation are 
neoclassic. 

Following the First World War, a phenomenon called American jazz 
made its appeal in Europe. A few European composers of serious music 
were quick to make use of the jazz idioms. American composers were 
slower to realize its possibilities in art music. Based on primitivism, jazz 
has an ancestry* dating back to African drums and Negro rhythms, which, 
when coupled with the American temperament of the twenties, made 
considerable impact on the serious composer as well as the general pub- 
lic. Having its origin in ragtime and blues, jazz relies on intricate rhythms 
polyrhythms (see p. 160), counterpoint (see p. 79 ff.), novel and colorful 
harmonic devices and instrumentation, improvisation, and freedom from 
the confinements of intonation. The appeal of jazz is psychological- 
sensuous, primitive, and erotic. 

Occasional claims to the contrary notwithstanding, jazz shows no signs of 
becoming the American music of the future, perhaps because, despite the in- 
terest and stimulation it affords, its appeal is too primitive and immediate. 
Nevertheless quite apart from the essays in the traditional large forms by Jazz 
composers themselves (Gershwin's "Concerto in F" for piano and orchestra, 
1925; Morton Gould's "Chorale and Fugue in Jazz/' 1936) Jazz has con- 
tributed at least a variety of rhythmic and instrumental effects to music in 
general, direct imitations as well as more subtle influences from this type of 
music are found in the work of more serious composers from the time of 
Debussy ("Golliwog's Cake Walk" from his Children's Corner, 1908). 19 

Modern Soviet Composers 

As in other countries, Russian music has been influenced by the clas- 
sicism and romanticism of Western Europe. It remained, however, for 
the aesthetic principle of nationalism to .offer the greatest potential be- 
cause of the rich source of folk music in Russia. Here was an aesthetic 
which made possible the development of a Russian national school of 
composition founded on work done by Glinka father of Russian music. 

The Communist Party, through the Soviet hierarchy, has imposed on 
its composers an aesthetic principle called "proletarian music" which 
forces composers to follow the party line. This deprives the composer 
of individual freedom of style and subject. Such modern composers as 
Serge Prokofieff, Dimitri Shostakovitch, and Aram Khatchaturian in 1948 
felt the long arm of the totalitarian state when it reached out and of- 
ficially condemned their works in a critical manifesto. As early as 1936, 
Shostakovitch was castigated by the government .paper Pravda for his 
"leftist" and modern leanings in his Fourth Symphony. In his Fifth 
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Symphony he returned to the Romantic style of his First which brought 
him once again into the good graces of the party. 

Because Russia is such an enigma politically, socially, and culturally, 
it is impossible to peer into the future with any degree of accuracy. At 

present there is a kind of international style devoid of much personal 
freedom and feeling. 

THE ARTS 

The Main Fields of Aesthetic Inquiry 

It is common practice to divide the arts inio the following classifica- 
tions which show their relationship and serve to emphasize their aes- 
thetic qualities: (1) the Temporal Arts music, dance, poetry (literature). 
It should be pointed out that architecture, sculpture, and painting may 
be considered temporal in the sense that their objects exist in time and 
time is involved in their perception; and (2) the Spatial Arts architec- 
ture., sculpture, painting, and dance. (Music and literature may be con- 
sidered spatial when it is remembered that music is motion which im- 
plies space, and literature is spatial when it creates images in the mind's 
eye.) 

Another helpful classification which emphasizes the aesthetic qualities 
of the arts is the following one which is used as the basis of these Units: 
(1) the Nonrepresentative (intangible) Auditor)' Art music; (2) the Rep- 
resentative (tangible) Visual Arts architecture, sculpture, painting (po- 
etry may be considered a visual art because it tends to classify its images); 
and (3) the Mixed (auditory and visual) Arts opera, drama, dance. 

Music and Poetry Compared 

Music is a nonrepresentative intangible art while poetry is represent- 
ativetangiblewith sound being inherent in both. In music, sound is 
of paramount importance while in poetry, though very important, it never 
rates a foremost position because it shares leadership with word mean- 
ings; music and poetry can be, at one and the same time, intimate and 
public. Though they are both very similar in emotional appeal, music 
has sound for its medium while poetry has words (vocalized or not). 
Poetry classifies its images and creates ideas though music can do neither. 
Poetry has meaning, music is feeling. Yet these very differences make for 
the complete union of poetry and music. The one supplies what the 
other lacks. 

Architecture, Sculpture, and Painting Compared 

All are representative tangible arts and have their origin in objects 
or practical needs and each is deeply rooted in nature in real or inani- 
mate objects. Architectural purposes are, basically, utilitarian. Images of 
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nature are reflected in painting and scolpture. The use of color and form 
in painting and sculpture may create exact reproductions of the objects 
themselves. The media for the pictorial arts are color and line. 

Music and Representation 

Music is not concerned with the origin of physical sound. It depends 
only on sense material feeling for expression. Music expresses only the 
image of emotion. Music may have color and line but it creates no real 
images. When a composer attempts to "picture" something, he delib- 
erately creates imagery by the title of the composition only. He may 
suggest through imitation of sounds and events, but the sounds and 
events thus created will be unreal and cannot be experienced by all alike. 
He creates only a mood. Music is not all social and does not have to be 
useful. Music may be beautiful but it does not have to serve practical 
needs. Music is based on sounds (which are auditory, not pictorial) 
sounds in music are tones tones are abstract and cannot of themselves 
represent. Art which is dependent on another art belies its responsibility, 
loses its independence and its aesthetic value. To have aesthetic value 
as music it must be able to stand alone. 

PROGRAM VERSUS ABSOLUTE MUSIC 
Definition of Descriptive Music 

Descriptive music fheteronomous art) is that which has for its purpose 
pictorial representation, inspired or suggested by a program. The picto- 
rial depends on sight, music depends on hearing. In descriptive music 
the composer carries on a dual purpose of sight and sound, hence, it 
impoverishes itself as music since it does not stand on its own two feet. 
One should bear in mind, however, that descriptive music is an impor- 
tant form of art music. 

Definition of Absolute Music 

Absolute music (autonomous art) is pure music, that which is with- 
out extramusical qualities. Absolute and descriptive music represent the 
opposite poles of musical aesthetics. But they can be reconciled objec- 
tively as we shall see later. Because of the influence of the text on vocal 
music, it is usually excluded as absolute music. Some musicians would 
exclude all Romantic music from absolute music. The aesthetic of ab- 
solute music is founded on a strong, solid philosophical and psycholog- 
ical cornerstone which has but a single purpose music as music. 

The Autonomous Approach to Understanding Music 

The autonomous approach to musical understanding is an aesthetic 
principle which makes it possible for us to study music as music, in its 
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pore form, that is, through an abstract study of Its elements rhythm, 
melody, harmony ? tone color, and design sformj. The definition of ab- 
solute music previously given does not preclude "the study of descriptive 
music through its elements. In fact, in this objective manner absolute 
and descriptive music are readily and pleasantly reconciled. 

Testing the Autonomous Theory 

Select some of the paired titles one descriptive is paired with one 
absolute from the list of records for this Unit in Appendix V. The 
titles of the compositions should not be announced before playing and 
the listener should not be prepared in any way for what he is to hear. 
The listener should try to formulate a picture from what he hears and 
answer the following: 

Does the music suggest the title? 

How would you describe what you saw? 

Were the images real? 

What did you get out of the music? 

Do the listeners agree on each 4< picture'7 

Now, tell the listeners, or have them read the title of the composition 

after each is played. 

Conclusion 

From the answers to the questions it should be evident to the listeners 
that music cannot 4 'picture"; that the music is dependent on the de- 
scriptive title to create the picture; that after all, music is abstract and 
must be studied through its elements for complete understanding; that 
no matter what the purpose of the composer, there is but one end re- 
sult, namely, he creates music as music; that the mind's eye must be 
kept on the object, music. 

Interest which is emotion is heightened when the story behind the 
composition becomes known. However, one should listen to the music 
first for its aesthetic value and on subsequent hearings keep the pro- 
gram in the background. To understand any form of art one needs to 
know its vocabulary, be able to use the tools, recognize and understand 
the elements involved, to analyze, to know the "why" and the "how" 
of the art and the composition in particular. Real aesthetic enjoyment 
requires active attention, the aid of the intellectual process, practice, and 
an affective response. There is no short cut to a real aesthetic experience 
through the programmatic. 

Descriptive music may have value if the music is good in spite of the 
program. However, a good program does not insure good music. Some 
of the world's best music is written with a program in mind. Once the 
story is known the listener must not be content to say he "knows" the 
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music. Strauss's Till Etilenspiegel is a masterpiece In creative lights of 
imagination, but Strauss never authorized the publishing of a program 
for Till. He was concerned with the elements at his disposal, and used 
the legendary Till only as episodic material for tonal construction. To 
hear something In music Is not to see it alike. What Strauss saw in his 
mind's eye is abstract so far as we are concerned until we go to the 
music Itself for the explanation. As a romanticist, Strauss was concerned 
with color and chromatic harmony in themselves definite limitations. 
Strauss and other romanticists and moderns cannot describe definite ob- 
jects, although they can create a mood. But this does not deny their genius 
as composers. Romanticists and moderns differ from the classicists only 
in the wide variety of coloring, harmonic, and rhythmic devices used. 
Music Is still the same as it was originally music for music's sake. In a 
period rich in the development of the tangible arts, Bach, Haydn, Mozart, 
ei ctLj gave compositions abstract titles. Beethoven straddled the fence 
between classicism and romanticism, but his greatest works are those which 
he treated abstractly as pure music.* 

* The recordings to be used with this Unit are found in Appendix V, together with 
notes OB how to listen. 
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"CLASSICAL" VERSUS POPULAR MUSIC 

Have you ever wondered why the best in serious music is great while 
some music is not so great, or what the difference is between great music 
and popular music? Or whether you as an individual can ever learn to 
understand and enjoy great music? These and many other questions will 
be answered for you in the pages that follow. But first, let us agree on 
certain basic terminology. 

Definition of "Classical" Music 

To the average person, any music which is not popular or sacred is 
classical. The term "classical" here is a misnomer. In music history, the 
term classical denotes a period from about 1750 to 1825, dominated 
largely by Haydn and Mozart. The term "classical music," then, iden- 
tifies these two men and their contemporaries together with their style 
of composition. This is the connotation to be used throughout these 
Units. 

Problem of Terminology 

Although neither the terms classical, nor serious, nor concert thor- 
oughly describe the music we are about to study, for our purpose the 
term serious music seems to be the most satisfactory. Because both se- 
rious and popular music make use of the same materials and media- 
means by which anything is accomplished the average person finds dif- 
ferentiation between serious and popular music difficult 

Suggested Solution of the Problem 

Serious music art music is subtle music, while popular music a form 
of utilitarian music is obvious music. Serious music is subjective imagi- 
nation, whereas popular music is merely objective feeling. Webster de- 
fines the word "subtle" as "given to or characterized by refinements of 
thought, insight, perception, therefore, something which is crafty and 
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artful." The word "popular" means "suitable to the public in general; 
fa) easy to understand; plain, (b) Adapted to means and the generality 
of people ? hence, cheap." 

Distinctions Between Serious and Popular Music 

Though serious and popular music use the same materials and media, 
they are not used in the same way or for the same purpose. Let us not 
confuse the two. Generally speaking, popular music is commercial music 
in which its pictorial and theatrical qualities become its stock in trade. 
Learning to differentiate between popular and the best in serious music 
is analogous to learning the difference between a cheap car and an ex- 
pensive one. Learning to appreciate serious music involves sensitivity and 
education. Education denotes growth a change from lack of understand- 
ing to possession of understanding through study, instruction, and con- 
templation. To achieve these ends one needs to listen and examine all 
music for itself for what it is. "An art aims, above all, at producing 
something beautiful which affects not our feelings, but the organ of pure 
contemplation, our imagination." 1 

Appreciation of serious music requires active attention, perception un- 
derstanding and an affective accompaniment involuntary bodily move- 
ment, however small (see Appendix I, Unit II, 14). In popular music, 
affective accompaniment gains first place and the other two responses 
are relegated almost to oblivion. 

Perception 

Of the three requirements for the appreciation of serious music, per- 
ception is, perhaps, the most difficult to understand. As we already said, 
perception is understanding. How, then, can we understand understand- 
ing? 

We perceive music intellectually. To understand this process, we must 
begin with the reception of musical sound by the inner ear. Once re- 
ceived, the musical sound is immediately transmitted to the brain in the 
form of a musical impression which the listener may deal with in one 
of two ways. Either (1) he mentally tries to build a mirrored image par- 
allel to and simultaneous with each musical impression, or (2) he guesses 
the direction the musical structure will take and matches it with the 
image of a previous musical impression which he has cached away in 
his memory for future reference. By either process the aesthetic experi- 
ence approaches perfection the more closely the musical impression and 
the mirrored image coincide. 2 Mirrored images are made up out of past 
musical experiences. The more primitive the past musical experience, the 
more primitive the mirrored image. For example, motion is common to 
both life and music. Thus the perception of music as motion represents 
a primitive but necessary judgment in the unsophisticated mind. This 
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perception of music as motion with all It entails will be dealt with in 
Unit III, The Pulse of Music: Rhythm. But the perception of music as 
motion is a far cry from the intellectual perception of an entire com- 
position. However, it will serve as a starting point. 

We perceive music emotionally. We stated in Unit I (see p. 26 ff.) 
that music expresses the images of emotion. These are memories of feel- 
ings of previous experiences which we have stored op in memory. 3 A 
musical impression cannot convey grief unless the listener remembers 
how he personally felt when he experienced it. Musical reactions, then, 
like dreams and memories, are reflected images of emotion. As dreams 
and memories pass in review in a relatively short period of time, so 
musical reactions are experienced in rapid succession due to the com- 
plexity and motion of the music. Like dreams and memories, musical re- 
actions may be either vague or clearly outlined. 

The listener's reaction to music can never be the same, although it 
may be similar to that of the composer or the performer. Likewise, dif- 
ferent listeners will have varying emotional reactions to the same corn- 
position. This variation is due to the fact that each listener unconsciously 
supplies his own image based on past experiences which are nearest and 
dearest to him. 

Perceiving music emotionally is not in conflict with the intellectual 
perception of music, for each process may go on independently of the 
other. Music which appeals to us intellectually may be distasteful emo- 
tionally. A case in point is some of the middle and late Schoenberg 
eye pieces. Likewise, music which appeals to us emotionally may fail us 
intellectually, e.g., many of the ear pieces of Chopin. 

The emotional reaction to a simple musical structure will be fairly 
obvious. But when we load this simple musical structure with the ma- 
terials and devices which music has at its disposal, we have multiplied 
the number of images of emotion many times. Where there was a sin- 
gle image for a simple structure now there are many for a complex 
structure. An analogy to this would be the experience we have all had 
in seeing a movie more than once. On second viewing, we are made 
to react to more details than on the first seeing. A third viewing in- 
creases still more the number of details to which we react emotionally. 

For the listener, as he hears the music unfold, the process of perceiv- 
ing music intellectually and emotionally is a continuous one, and how 
he reacts depends on the quantity and the quality of his experiences. 4 

TYPES OF LISTENERS 

Passive 

This type of listener merely hears music as a pleasant auditory im- 
pression and attaches no significance to the whole composition or its 
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parts. He responds only to a bath In sound. He Is regaled by music's 
charms In the tree Boethian sense. His response reposes In feeling and 
is without critical analysis. It Is the passive listener who Is at first at- 
tracted by popular and programme music because these types of music 
give him more of a feeling of security than of frustration. 

Active 

The active listener is one who hears musically. That is, he has a re- 
sponse to feeling coupled with an awareness of the whole of a composi- 
tionrhythm, melody, harmony, tone color, and form. For the active 
listener, indulgence In mental imagery, associated with things or objects 
far removed from the musical aspects of the music being heard, Is min- 
imized or excluded. 

APPROACHES TO LISTENING 

Typical Approach 

According to Max Schoen the typical approach to listening is through 
familiarity, analysis, and interpretation. He warns against familiarity be- 
coming habituationf analysis as an end in itself; 6 and interpretation which 
baits the music to catch the attention of the listener. 7 

Creative Approach 

Schoen's own theory is that one must have an inborn sensitivity to 
tone. The greater the sensitivity to tone in the Individual the greater is 
the compelling force to listen to music. 8 He believes further that the 
listener must exercise the inborn sensitivity to tone in order to cultivate 
the Individual's natural endowment for the perception of music's ele- 
ments. 9 In the interests of the creative approach, Schoen makes a plea 
for "experience with tone in place of talk about tone, and the cultivation 
of the attitude of paying close attention to the tonal material that is being 
directly presented/' 10 

Objective Approach 

An examination of the available psychological data tends to refute the 
theory just stated. We 7 therefore, favor an objective approach which be- 
lieves that "discriminatory responses are not inherent but acquired/' 11 
and that "the aesthetic response is also a learned reaction." 12 Herein 
lies the basic philosophy of these Units. 

Aesthetic Approach The Listener's Goal 

In the foregoing paragraphs we have presented theories concerning the 
aesthetic response what it Is, and how it may be experienced. We be- 
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Here that aesthetic enjoyment Is within the reach of even-one. With this 
end In view, the several Units have been prepared to supply the means 
of achieving the listener's goal aesthetic enjoyment. 

If the listener Is to attain his goal, he must keep In mind certain 
psychological factors which bear on the aesthetic response. First, active 
attention Is required-the listener must be ready and willing to listen. 
Active attention habits, In which muscular tension Is Involved, requires 
practice and skill. 13 Second, the aesthetic response requires perception. 
Like attention habits, this developed ability to perceive music intellec- 
tually and emotionally requires practice and skill. The beauties of music 
are revealed to the listener when he can, for example, recognize and 
understand a rhythmic pattern, a melodic progression, a harmonic struc- 
ture, the tone color of an Instrument or voice, or the form of a com- 
position. Such formal aspects of music as these furnish the substance 
for an aesthetic response. 14 Third, one does not have an aesthetic re- 
sponse without an affective accompaniment involuntary bodily move- 
ment though faint, such as a lift of the finger, a slight tensing of a 
muscle, or a lift of the eyebrows. These are feeling reactions which, 
though Important, must remain in the background and never gain first 
place so as to negate the aesthetic response. Objective feeling is the re- 
sult of the bodily reactions becoming so Intense that attention is di- 
rected toward them. When this happens, the listener is indulging him- 
self in an emotional spree at the expense of attention and perception. 
Viewed in their proper perspective, feeling reactions are subtle and must 
remain in the twilight of attention and perception. 15 

In the case of popular music, affective accompaniment gains first place, 
becomes objective feeling, and tends to obliterate active attention and 
perception, thus precluding the aesthetic response. This fact should be 
self-evident to the listener when he compares the recordings of serious, 
light "classic/' and popular music which are shown in Appendix V, Unit 
II. With practice and skill In attention and perception, the listener will 
ultimately arrive at the following conclusions: (1) that popular music-- 
used in its broadest sense to include jazz and so-called popular "classics" 
has relatively little lasting quality because the content is shallow and, 
hence, it sounds trite; ie (2) that popular music soon reaches its peak in 
affective value with repetition and, thereafter, suffers a rapid decline; 17 
(3) that the best in serious music lives on because there is a perpetual 
newness every time one listens to it; 18 and (4) that popular music of- 
fers the listener only commonplace experience and ordinary pleasure, 
while good serious music provides the opportunity for creative experi- 
ence and aesthetic enjoyment. 19 
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Do yon dance, sing, play an instrument, listen to music, walk, run, drive 
a car? If you do any of these, rhythm plays a very important part in 
your life. But what is rhythm and how does it affect us? 

The Psychological and Aesthetic Aspects of Rhythm 

Of the four media in music's construction rhythm, melody, harmony, 
and color rhythm and melody are closely allied and the most impor- 
tant from a psychological and aesthetic point of view. However, it is 
possible to have rhythm without melody but it is impossible to have 
melody without rhythm. One cannot be conscious of a rhythm without 
responding to it either subjectively or objectively. The stronger the 
rhythm, the greater the impulse for physical movement. 1 There is a 
definite relationship between the emotions and physical movement caused 
by rhythmic sound. 2 Hence, rhythm, the framework on which melody 
is hung, becomes largely a physical stimulus, while melody may be said 
to appeal more to the aesthetic where the term "beauty" may be ap- 
plied. One speaks often of a beautiful melody but rarely of a beautiful 
rhythm. Rhythm provides music with forward motion, while melody pro- 
vides up and down pitch-movement. Rhythm is movement in time, while 
melody is movement in space. 

There is some psychological evidence to show that the sense of rhythm 
can be improved with training. It is also evident that all parts of the 
body respond to rhythm, though rhythm in music is not always asso- 
ciated with physical action. Although the listener must wait for the per- 
former to bring the music to life, he still must first perceive and then 
react. 

The Temporal Aspects of Rhythm 

For the purpose of this Unit we must divorce ourselves from the other 
elements of music and concentrate as completely as possible on the one 
element which is the backbone of all music, namely, rhythm. 

37 
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If we look about us we are consciously or subconsciously aware of 
rhythm In nature. If we stop to consider the universe In general we 
will see that rhythm is present In many things: bodily movements, the 
regular recurrence of night and day, the rotation of the seasons, or the 
ticking of the clock, and many others. Rhythm Is also present In the 
plastic and graphic arts, architecture, sculpture, painting, and in poetry. 
In all of these rhythm is systematized In some kind of a pattern. 
"" Rhythm in music Is the easiest of the elements to perceive. Rhythm 
means something which occurs periodically. In listening to a succession 
of sounds^ the ear will sooner or later be consciously aware of a real or 
an imagined series of accents muscular in origin, which fall Into a basic 
scheme of strong and weak beats which we call meter. But rhythm Is 
more than this. In our modern system of notation rhythm includes a 
system of long and short note values. When these two aspects of rhythm 
accents and note values are combined, the totality of rhythm Is 
achieved. Rhythm, then, is a system of note values superimposed on 
a framework of strong and weak beats. 

The basic meters in music fall Into a framework of either two or 
three beats, or multiples of two or three. The grouping of either two 
or three beats is called a measure. In music each measure is marked 
off by bar lines. These specific groupings within the measure are rep- 
resented by the following meters, usually referred to as time signatures: 
duple 2/2, 2/4, 2/8; triple- 3/2, 3/4/3/8; quadruple-4/2, 4/4 (also 
called common meter indicated by a C), 4/8; compound duple 6/2 7 
6/4, 6/8; compound triple 9/4, 9/8; and compound quadruple 12/4, 
12/8, 12/16. Quintuple meter 5/4 is either a combination of 2/4 + 
3/4, or 3/4 4- 2/4, depending on the location of the secondary accent. 
Septuple meter 7/4 is a combination of 3/4 + 4/4, or 4/4 + 3/4. Sim- 
ple meters, then, are those measures which have but one accent (see p. 
40), while compound meter is a combination of two or more simple 
measures and containing two or more accents, the first always being the 
strongest. The upper figure of the time signature denotes the number 
of beats to each measure; the lower figure denotes the kind of a note 
unit which will be given one beat. For example, a time signature of 
2/4 indicates that there will be two beats to each measure with the 
quarter note (J) getting one beat. 
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Let us see how the longer and shorter note values mentioned ma}" 
be distributed within a framework of 4 '4 time. 
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A dot beside a note adds half the value of the note ? and may be used 
with any of the notes shown, as: 



lotted half - quarter dotted eighth - sixteenth, 
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In order to lend variety to music the composer uses the different kinds 
of notes in a variety of rhythmic combinations. These combinations may 
be grouped under the general heading of regular rhythm and syncopa- 
tion. A given rhythm may be used many times in the course of a com- 
position. 

Syncopation 

The rhythm is said to be syncopated irregular rhythm when the 
shorter tones occupy the accents, or when longer tones are shifted to 
any comparatively lighter pulse of the measure as: 



J>JJ>JJ 
J J J J J 
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Accent 

Accent, which is also a part of rhythm, may be regular or irregular, 
depending on where the accent is placed in the measure, as in the fol- 
lowing: 

*|J J J J J- j>j jij j j j j.jj j| 

regular accent regular accent irregular accent irregular > 
strong beat strong beat weak beat accent 

wafc beat 

In addition to greater intensity which may be applied to a speciSc 
note dynamic accent accent may also be achieved by the use of a 
higher pitch tonic accent or by prolonging the length of an accented 
note agogic accent. 

Tempo 

Time related to the speed of the music is called tempo. Many years 
ago the composers found it necessary to regulate the speed at which a 
piece of music was to be performed. Since Italian was the accepted mu- 
sical language of the time, Italian words or groups of words came to be 
used to designate the rate of speed. Tradition has dictated the continued 
use of the Italian words. A few tempo markings picked at random will 
suffice to emphasize the point: 

ALLEGRO lively, brisk, rapid 

ALLEGRO ASSAI -very rapid 

ALLEGRO RISOLUTO rapidly and energetically 

ALLEGRO MA NON TROPPO rapid, but not overrapid 

It should be remembered that these terms are, at best, only relative. A 
more exact idea of tempo may be gained if the composer or the editor 
indicates, in addition to the above, what is called a metronome mark- 
ing, as: M.M. J = 80. This indicates that the general speed should be 
at the rate of eighty quarter notes to the minute. Deviations from this 
tempo may be indicated at various places in the music for the sake of 
variety. Even with the exactness of tempo, it is very desirable, except in 
marches or dance music, that the performer be allowed a certain amount 
of individual freedom in tempo for adequate interpretation. This, how- 
ever, does not give him license as a libertine. 

Developing Structure from Basic Rhythmic Patterns 

Perhaps in no other music except marches is the feeling for rhythm 
so strong as that found in the various dance forms; whether the dances 
be of the "popular" utilitarian or the "serious" variety as found in the 
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Idealized dance forms of art music. Here we may see the rhythmic as- 
pect of musical structure at work through the use of basic rhythmic 
patterns. 

It should be observed that there is always an underlying rhythmic 
beat of two, three, or four to the measure and superimposed on "it is a 
characteristic rhythmic pattern which serves to identify the specific dance 
rhythm. Other rhythms may be added to the basic pattern by the com- 
poser to lend greater variety to the composition. The element of tempo 
is also important to the forward movement of the dance. Dances may 
have the same underlying pulse of two to the measure but because of 
the superimposed rhythmic pattern a certain dance may move faster or 
slower than another with the same beat. 

Composers of serious music have, from time to time, taken the pop- 
ular dances of their day and, by refining them, have lifted them into 
the sphere of art music. Let us see how rhythmic structure is developed 
by a study of some of the specific dance styles which have found their 
way into the art music of today. As you go from one dance to the next, 
notice how the rhythmic effect is changed by a different organization 
of note values. The placement of accent is also an important factor. 
The organization of notes and accent within a given meter is interest- 
ing to observe and listen to. For example, the Tango and the Polka have 
the same time signature 2/4 but the organization of the notes into 
different characteristic patterns creates an altogether different feeling and 
response. It is suggested that the listener contrast the two examples shown 
for each dance form.* 

DANCES IN DUPLE METER 
Habanera 

A Cuban (Havana) dance probably of Spanish origin. It resembles the 
tango. About 1850 it was reintroduced into Spain. The tempo is slow. 
The basic rhythmic pattern may be one or more of the following: 

f Jin i- ran ik jjj >j>iJE3 n ii 

Compare the following earlier example of the Habanera with the later 
example by Bizet. The striking likeness was admitted by Bizet. 
Ex. 1. Yradier, Sebastian: El AregKtot 

fri^ * J JJJJLJJ jJ*l j. H 

CkVfct - ttt. **-** Jatai. u-vec -nai/ne amia-tu ai $.ejt mt ittutt Jattt tm ? 



* It is suggested that the instructor exercise freedom of choice in selecting as many 
of the following dance forms as time and purpose will allow. 

t For ease in reading, the many musical examples in this text may be found to be 
transposed higher or lower and/or arranged. 
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Ex. 2. Bizet, Georges: Carmen, "Habanera" 



I'm-' 



Tango 

An Argentine (Buenos Aires) dance of modern origin circa 1900. Syn- 
copation is the dominant rhythmic device in this dance. The tempo is 
faster than that of the habanera, 



Ex. 3. Albeniz, Isaac: Tango in D 

lUsed by permission of The Boston Music Company, Boston 16, Mass., 

Copyright Owner.) 






Ex. 4. Milhaud, Darius: Le Boeuf sur le Toit, Theme 6 
(By courtesy of Editions Salabert, Paris, France.) 
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Polka 

A Bohemian round dance originating about 1830. It proved to be a 
very popular dance in Europe until about 1900 7 though it is still danced 
in some sections of the United States. The polka found its way into art 
music through the efforts of Smetana and Dvorak. The tempo is rather 
fast. 
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Ex. 5. Smetana, Bedrich: The Bartered Bride, "Polka" 
. > ... . > .t +-JL. 
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Ex. 6. Shostakovich, Bimitri; The Golden Age Op. 22; "Polka/' 

Theme I 

f Copyright, 1945, by Lccd? Music Corporation. 322 West 4Sth Street, Xcw York 36 

A.I. Reprinted by permission. All right, reserved. 1 
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Pavane 

A dance of Spanish origin which was popular in the late fifteenth 
century. The tempo Is slow and stately. The pavane was used in the 
suite <a series of Idealized dances in the same key as the opening move- 
ment and was followed by the gdliard, which was in a faster triple 
meter. 



Ex. 7. Byrd, William: Pavan, "The Earl of Salisbury" 




Ex. 8. Delibes, Leo: Le Roi S' Amuse, "Scene du Bal" 






Gavotte 

An old French dance form of the seventeenth century which always 
followed the minuet in the suite. Though much kissing and frolicking 
characterized the early gavotte, its subsequent progress was from for- 
mality and the majestic to stiffness and the unnatural. The distinguish- 
ing feature of the gavotte is that it starts on the upbeat of the measure 
(or third beat). 
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Ex. 9. Bach, Johann Sebastian: French Suite No. 5 y "Gavotte" 




Ex. 10. Prokoieff, Serge: Classical Symphony, Second Movement 
(Gavotte) 

(Copyright, 1926, by Edition Russe de Mvsiquc. Copyright assigned to Boosey 6 Hawkes, 

Inc., New York 19, N. Y. Used by permission.) 






Galop 

This dance is a polka in very fast tempo. It is a nineteenth-century 
peasant round dance, probably of German origin, though it was Paris 
which gave the galop its popularity as it did the polka and the mazurka 
before it. 



Ex. 11. Liszt, Franz: Grand Gdop Chromatique 




Ex. 12. Khachaturian, Aram: Masquerade Suite, Fifth Movement 
(Galop) 

( Copyright, 1949, by Leeds Music Corporation, 322 West 48th Street, New York 3<5, 
N, Y. Reprinted by permission. All rights reserved.) 




Trepak 

The trepak is a quick Russian dance having its origin in a Ukrainian 
folk dance. It is danced by men (Cossacks) in solo or ensemble. 



The of 



45 



Ex. 13. Tschaikowsky, Peter Ilyich: The Nutcracker Suite, Op, 71a; 

"Russian Dance" (Trepakj 



Ex. 14. Khachaturian: Gayne, Btf/fef, "Dance of the Young Kurds'* 
(Trepak) 

{ Copyright, 1943, by Leeds Music Corporation, 322 West 4Sth Street, New Yoii: 36, 
X. Y. Reprinted by permission. All rights reserved.) 




DANCES IN TRIPLE METER 
Chaconne 

A dance of Mexican origin introduced into Spain circa 1600. Origi- 
nally it was a wild and sensual dance, but musically the structure is a 
series of variations in a moderately slow tempo built on a succession of 
chords usually not over eight measures in length. These chords are then 
subjected to continuous variation. 



Ex. 15. Handel, Georg Frederich: Chaconne No. 9 (with sixty-two 
variations) 




Ex. 16, Busoni, Ferruccio: Toccata, "Ciacona" 

(Copyright, 1922, renewed 1949 by Breitkopf d> Haertel By permission of Associated 
Music Publishers, Inc., New York 36, N. Y.) 




Passacaglia 

This dance is closely related to the chaconne and is of probable 
Spanish origin. Like the chaconne, it is based on the idea of variation. 
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Here we have an ostinato or ground bass which is repeated throughout 
the composition. This melodic bass theme of op to eight measures is 
always in minor and, while it is introduced in the bass ? it may also ap- 
pear in an upper voice. The tempo is slow and stately. 

j|J- 1 J- j J-|d-|jorJ JjJ JjJ Jjj 



Ex. 17. Bach: Passacaglut in C Minor 



Ex. 18. Schuman, William: Symphony No. 3, 'Tassacaglia," Theme 1 

{Copyright 1941, 1942, by G. Schirmer, Inc., New York 17, N. Y. 
Reprinted by permission.)' 




Courante 

Also one of the movements of the suite, the courante had its begin- 
ning in the sixteenth century. It follows the allemande in the suite. 
Actually, the courante was of two types, the Italian corrente, in 3/4 or 
3/8 time containing swift passages of equal notes in rapid tempo, and 
the French courante in 3/2 or 6/4 time in a moderately rapid tempo 
containing many dotted notes. The rhythmic patterns are somewhat in- 
definite for the courante. 



g j J | j. 
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Ex. 19. Bach: Partita No. 2, in D Minor, Second Movement 




Ex. 20. Bach: French Suite No. 1, in D Minor, First Movement 
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Ex. 21. Dolmanyi, Ernst \on: Suite nach dtcm Stil, Op. 24; "Cou- 
rante" 

'< Copyright, 1 914, renewed 194 L by X, Simrock. By permission of Associated Music Pub- 
lishers, Inc., New York 36, X. Y. , 










Galliard 

This dance, which appeared first in Lombardy, was popular in the 
sixteenth century and was danced also in Italy, France, Spain, and Eng- 
land. The galliard generally followed the pavane and was danced in a gay 
and unrestrained manner. Later, in the seventeenth century, the galliard 
was allowed to stand alone as a dance. The tempo is moderately fast. 



o J|J-JUJJ|Jo| 
Ex. 22. Byrd: Gdliard, 'The Earl of Salisbury" 



Ex. 23. Respighi, Ottorino: Antiche Danze, Suite No. 1, Second Move- 
ment (Gagliarda) 

(By courtesy of G. Ricordi 6- Co., Milan, Italy.) 

f f Ifrc 






Polonaise 

The polonaise had its origin in Poland, where it was a stately proces- 
sional 'form in the sixteenth century. Later it became a slow promenade 
which served to open the ballroom dancing. During the eighteenth and 
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nineteenth centuries composers continued to perfect the polonaise to the 
point of its present idealized form. It is in triple meter at a moderate 
tempo. 






Ex. 24. Beethoven, Ludwig van: Polonaise, Op. 89 




Ex. 25. MacDowell, Edward: Etudes, Op. 46, No. 12; "Polonaise" 




Sarabande 

Having its origin in Spain in the late sixteenth century, the sarabande 
enjoyed its greatest popularity in the seventeenth and eighteenth cen- 
turies. It was originally a sensuous dance, and has long since passed from 
the ballroom. The sarabande lives on only in the theater and in music. 
Over the centuries composers have idealized the form of the sarabande 
to a point where it is now far remote from its earlier unbridled youth- 
fulness. Its normal inclusion as the third movement in the suite with 
its slow triple meter made the sarabande a perfect foil for the^gigue 
which followed. In the suites of Bach and Handel, however, the minuet 
was inserted between the sarabande and the gigue. 



Ex. 26. Bach: French Suite No. 1, in D Minor, Third Movement, 
"Sarabande" 
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Sometimes Instrumental forms were used In vocal music. Such an in- 
stance is shown here: 
Ex. 2". Handel: Rinddo, t4 Lascia ch'io pianga n 



"Las-cia cK'iapiTX'tt-geL wsacfn- ^a por-tc 

Ex. 28. Satie, Erik: Three Sarabandes, First 
(By courtesy of Editions Sdaberl, Paris, Prance.] 
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Fandango 

Appearing in Spain in the early eighteenth century, the fandango was 
a sensuous courtship dance for two of different sex. The dance alternated 
with sung couplets and the guitar and the castanets were used for ac- 
1 companiment. The tempo was lively. The castanet rhythm is shown be- 
low. 



Ex. 29. Gluck, Christoph Willibald: Don Juan Ballet, "Fandango" 




Ex. 30. MoszkowsM, Moritz: Spanish Dances, Op. 12, No. 1 

^ -W* .t. - f 
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Waltz 

The waltz, which is a round dance still popular today, developed from 
an Austrian peasant dance called the Landler. Originating about 1800 7 
the waltz made history because it was the first dance in which the part- 
ners embraced each other. The tempo is slow to moderately fast, de- 
pending on whether the waltz is the classical Viennese or the German 
variety. In the Viennese waltz overemphasis is placed on the first beat 
and less emphasis is placed on the second, with the third somewhat de- 
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laved. The tempo for the Viennese waltz Is fast. The German variety 
is taken at a slower tempo, 



Ex. 31. Schubert, Franz: Waltz, Op. 9, No. 1 



Hr L-fr . u T P HfM'-l - I ~~ ..'...--.-' .^ftj* \ fvP "Ft f* 



Ex. 32. Ravel, Maurice: La Valse, Theme 1. 

(Permission for reprint granted by Durand & Cie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3, Pa., agent.) 









Seguidilk 

This is a dance similar to the bolero except that it has song, guitar, 
and Castanet accompaniment. The origin of the seguidilla is southern 
Spain. The tempo is fast. 



JJJ3 



Ex. 33. Bizet: Carmen, Act I, "Seguidilla" 







Prear des raw. -part* 1ft Se-vi : le, 

Ex. 34. Albeniz: Suite Espanol, "Seguidilla" 




Minuet 

Originally a French country dance, the minuet gravitated to the court 
of Louis XIV about 1650 where it became a slow, dignified and stately 
dance in 3/4 time. It soon spread over Europe and established a new 
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dance era. As an art form the minuet is derived from the tourante and 
became a successor to it. In the hands of Bach and Handel the minuet 
was in a moderately fast tempo and was usually inserted between the 
sarabande and gigoe for contrast With Haydn and Mozart the minuet 
took on a faster and lighter character. While Beethoven wrote many 
menuetten of the Haydn-Mozart variety which are to be found in his 
sonatas and chamber music, his main contribution was the development 
of the minuet into the scherzo. 



J 



Ex. 33. Beethoven: Minuet in G 



I 









Ex. 36. Ravel: Le Tombeau de Couperin, "Minuet," Theme 1 

(Permission for reprint granted by Durand & Cie, Paris, France, copyright owners: Elkan- 
Vogel Co., Inc., Philadelphia 3, Pa. 7 agent.} 




Bolero 

The bolero is a couple dance of Moorish-Spanish derivation originating 
about 1780. Contrasted with the fandango it is a much more subtle, 
quiet, and gentle dance. Like the fandango, it is accompanied by casta- 
nets and guitar to which the tambourine is added. The bolero is in 3/4 
or 2/4 time. The latter is the Cuban variety. It is danced at a moderate 
tempo. 



Ex. 37. Chopin, Frederic: Bolero, Op. 19 
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Ex. 38. Ravel: Bolero, Theme A 

(Permission for reprint granted by Durand & Gie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3, Pa., agent] 






Drum Patterns Accompaniment 
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Mazurka 

The mazurka is a folk dance which originated in the Polish Palatinate 
of Mazovia about 1750. It was later introduced in France and England. 
The mazurka attained the realm of art music through the efforts of 
Chopin, who gave it its stylized characteristics. The mazurka is a dance 
of moderate tempo in 3/4 time with a variable accent occurring on the 
third beat. 



JJ..J1J J||.r r J>J- 
Ex. 39. Chopin: Mazurka, No. 13, Op. 17, No. 4 



Ex. 40. Scriabin, Alexander: Mazurka, Op. 25, No. 3 

tlfc 



DANCES IN QUADRUPLE METER 
Bounce 

Originally the bourree was a rustic dance having its inception in the 
French province of Auvergne. In the middle of the seventeenth century 
it was cultivated by the court and from there it made its way into the 
ballet. The bourree may be found in the French overture and in the 
operas of Lully and later composers. It is similar to the gavotte but be- 
gins on the last quarter of the measure. The bourree is usually marked 
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44 AI!egro/ 7 and Is In 4/4 time for alia breve). In the suite the bounce 
Is found between the sarabande and the gigue. 



Ex. 41. Bach: Partita No. 1 in B Minor, "Bourree" 



rrfffiff 



Ex. 42. Britten, Benjamin: Simple Symphony, First Movement (Bois- 
terous Bounee) 

(Copyright, 1934, by Oxford University Press, New York 16, N. Y. 
Reprinted by permission.) 






Allemande 

The allemande Is a dance of German origin which appeared around 
1550. As a dance, it originally had a metric signature of 2/4 7 but through 
evolution it finally became a part of the suite. Here it was employed as 
the first movement or immediately followed a prelude. As a movement 
of the suite, the allemande was of moderate speed in 4/4 time and com- 
menced with a short note on the upbeat. In this form it ceased to be 
danced and became an idealized type. 



Ex. 43. Rameau, Jean Phillipe: Suite in E Minor, "Allemande" 

k jfc '3T f b f ' ** F*&^ 



Ex. 44. Krenek, Ernst: Little Suite, Op. I3a, "Allemande" 

(Copyright, 1923 , renewed 1950, by Associated Music Publishers, Inc., New "York 36 1 
N. Y. By perrrtis&ion.) 
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Fox Trot 

The fox trot, of American origin, is based on the two-step and is de- 
rived from ragtime. The fox trot appeared around 1912. Ragtime had 
its origin about 1910 and consisted of syncopated 4/4 measures. The fox 
trot tends to include such forms of popular dancing called "blues" (circa 
1900) which is a slow fox trot, and "swing" (circa 1935) which is a fast 
fox trot. The fox trot, cdkewalk y shimmy, Charleston, truckin, black bot- 
tom, and Lindy hop may be classified under the general heading of iazz. 
The fox trot is probably the most important form of jazz. 



Ex. 45. Levinson, Jerry: Darkness on the Delta, Fox Trot 



Ex. 46. Carpenter, John Alden: Krazy Kat, Ballet, Fox Trot 
(Copyright, 1922, by G. Schirmer, Inc., New York 17, N. Y. Reprinted by permission.) 
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DANCES IN COMPOUND TRIPLE METER 

Tarantella 

This dance was of Neapolitan origin in the seventeenth century and 
was associated with tarantism (from the sting of a tarantula spider) and 
the town of Taranto. In either case, the tarantella is a fast dance of ever 
increasing speed, the music alternating irregularly between the major and 
the minor mode. In present-day music the tarantella is an instrumental 
piece in 3/8 or 6/8 time. The tarantella was a popular form around the 
middle of the nineteenth century. 



Ex. 47. Mendelssohn, Felix: Symphony No. 4, Op. 90 (Italian), Theme 1 
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Ex. 4S. Walton, William: Facade, Suite Xo. J, "Tarantella-Sevillana" 

{Copyright 1936, by Oxford University Press, New York 16, X, Y. 
Reprinted by permission.) 




Gigoe 

The gigue, or jig, a country dance, Is of English origin and iourished 
as a dance after 1649. The dance was popular in the court of Queen 
Elizabeth and in France during the reign of Louis XIV. Though early 
examples have been found in 4/4 time, the eventual evolution was to 
compound triple meter 6/4, 6/8, or 12/8 in the eighteenth century. 
Because of its lively characteristics, the composers of the period chose 
the gigue as one of the dance movements of the classical suite, where 
it may be found in its idealized form. The gigue is usually the last move- 
ment of the suite. 



Ex. 49. Bach: French Suite No. 4 in E Flat, "Gigue" 




Ex. 50. Debussy, Claude Achille: Images, No. I, "Gigues," Theme 1 

(Permission for reprint granted by Durand e Cie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3, Pa., agent) 

~*+. . jr 






DANCE INFLUENCE ON NON-DANCE MUSIC 
Early Suite Versus the Suite of Bach 

Although the introduction of dance rhythms into art music (via the 
lute players) probably did not occur before the beginning of the six- 
teenth century, they did have a telling effect in the succeeding years 
in the formation of an indigenous instrumental style. Dance music pro- 
vided the essential ingredients for this style, namely, rhythm, and the 
trend to monophonic melody (see p* 74) with the consequent breaking 
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up of phrases into periods (see p. 172). The periodic division of the 
phrases into periods was a new feature since choral music had not pre- 
viously used this technique. By repeating the eight measure period with 
a different cadence (see p. 172 f.) at the end, a form was developed which 
was basic to all instrumental and vocal music for centuries to come. 
Other factors contributed to the new instrumental style: (1) the vertical 
concept of music (see p. 94 f.); (2) the choice of the Ionian mode (see 
p. 75) as the vehicle for the new style; (3) the use of the variation idea 
(see p. 188 ff.) as a means of enlarging a composition; and (4) the idea 
for further musical expansion the linking of several dances together. 

In the early suite, we find a dance in duple meter the most com- 
mon being the pavam, followed by one in triple meter, usually the gal- 
Hard. These groups of dances were usually preceded by a very primitive 
form of prelude which provided the means for a display of instrumental 
technic. The grouping of the contrasting dance movements prelude, pav- 
ane, galliard led to the suite of the seventeenth and eighteen centu- 
ries. In England these groups of dances were called lessons; in France, 
ordres; in Germany, partitas; and in Italy, sonata da c^m^rdchamber 
sonata, Prior to 1650 the suite contained three movements, the dlemande 
(German), courante (French), and sarabande (Spanish). The gigue (Eng- 
lish) was added at a later date as an optional dance and was inserted 
after the allemande or before the sarabande. By the middle of the sev- 
enteenth century, the allemande, the courante, the sarabande, and the 
gigue, moving farther into the realm of art music, had lost their mean- 
ing as dances due to the constant weakening of the rhythm on the one 
hand and by the refinement of the texture and the style on the other. 
Thus, they lost their utilitarian purpose and became idealized dance 
forms. 

Bach standardized the movements of his suites by employing them in 

the following order: 

Allemande 

Courante 

Sarabande 

Optional (lance: minuet, bourree, gavotte, passepied, polonaise, rigaudon, 

angMse, loure, or m 
Gigue 

Bach's English Suites and Partitas are preceded by a prelude. His dance 
movements are in two-part form binary form (see p. 178) with each 
section of about equal length, or with the second section extended. The 
optional dances are of a contrasting character to the others, but they are 
simpler and keep the distinctive attributes of true dance music. 
It is suggested at this point that the listener compare the dances of 
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several ^Bach suites (see Appendix \\ and, also, compare them with the 
respective dances by other composers. 

Minuet 

Of all the pre-classlc dance forms, the minuet was the only one to 
survive the decline of the suite (circa 1750). Appearing in the operas and 
ballets ^of Lully and the suites of Pachelbel and others by 1700, its po- 
sition in the operatic sinfonias of Alessandro Scarlatti and others was 
generally last. Through a process of evolution, the minuet ultimately be- 
came the minuet-with'trio, and, as such, was established as the next to 
the last movement of the symphony by the Mannheim School of com- 
posers. Haydn and Mozart retained this position, but gave the minuet 
greater speed and a lightness which ultimately led to the Beethoven 
scherzo a movement in 3/4 time, of a symphony, sonata, or quartet, 
rapid in tempo, with strong rhythm, capricious in character, and often 
humorous. In listening to the minuet and the scherzo, the listener should 
not feel frustrated if he is unable to distinguish between some of them; 
even the experts sometimes find it difficult. 

The following example represents the minuet in a later stage of de- 
velopment. The trio is the middle section placed between the minuet 
proper and its repetition. The trio derived its name from the seventeenth- 
century custom of writing for a trio of instruments in the second of the 
two alternating minuetsMinuet I, Minuet II (trio), Minuet I. 

Ex. 51. Haydn, Franz Josef: Symphony No. 6, B. & H. No. 94; Third 
Movement, "Menuetto" 

Minuet I 




Minuet II Trio 




If you listen carefully, you will be able to hear this third movement 
Menuetto as three minuets: 

Minuet I-Trio (Minuet H) Minuet I 

At this point it is suggested that the listener compare several of the 
third movement minuets of Haydn and Mozart (see Appendix V), and, 
also, compare them with minuets by other composers. 
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Sonata da Camera 

While the classical suite was developing in France and Germany, Italy 
was cultivating the suite as a type of chamber music called sonata da 
camera chamber sonata. As in the suite, the sonata da camera was a 
group of dances with no rigid order but retaining the custom of being 
nearly always in the same key. Originally intended as a vehicle for some 
chamber combination, as opposed to the orchestra, the essential char- 
acter of the sonata da camera was that of the trio sonata in three parts 
two upper parts with a thorough bass (see p. 10). Trio sonatas in four 
voices appeared near the end of the seventeenth century. 

The sonata da chiesa church sonatawas a trio sonata which had 
practically no relationship with the Church. Gradually the dancelike char- 
acter of the movements was abandoned in favor of freer movements 
which substituted tempo marking for the dance titles, such as: Adagio, 
Allegro, or Presto. 

Later, the sonata da camera and sonata da chiesa merged to become 
the sonata for solo violin with harpsichord accompaniment. 

An example of the sonata da camera by Arcangelo Corelli is shown 
here. It was written to be performed by two violins, viola da gamba, 
and harpsichord. The movements included are: Preludio y Allemande, 
Sarabande, and Tempo di Gavotte. 

Ex. 52. Corelli, Arcangelo: Sonata da Camera in B-Flat, Op. 2, No. 5 

Preludio 




Sarabande 




Tempo di Gavotta 




French Overture 

The French overture is an expanded suite in which the dances are 
preceded by a long preparatory piece called an overture. This is a form 
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which gained wide use in the operatic works of Jean Baptiste Lolly and 
other French composers. The Lullian overture contained a slow, pomp- 
ous, majestic first section, employing a dotted rhythm J] J] 3 fol- 
lowed by a second section in a lively allegro fugato (see p. 195), and 
a coda (see p. ISO) in the first tempo. 

In the example that follows, Bach combines the French overture and 
its inevitable dotted rhythm with a series of dances. Here the closing 
section coda of the overture is extended into a third movement. The 
listener will also observe the inclusion of the "Air" for strings after the 
overture, which, it will be seen, is not in dance form. The work is scored 
for trumpets, oboes, kettledrums, strings, and continuo. In addition to 
the overture and the "Air," there is a Cavotte, Bourne, and Gigue. 

Ex. >3. Bach: Suite No. 3 in D Major 

Overture 




"Air" 




Gavotte 




Bourree 



JJU 



Gigue 




Modern Suite 

With the exception of the vestiges of the suite found in such forms 
as the divertimenti, cassation, and the minuet of the sonata-symphony, 
the suite lay dormant until the last twenty years of the nineteenth cen- 
tury, when it again gained favor. However, this revival set a new pat- 
tern for the suite by replacing the traditional dances with a freer group- 
ing which often included ballet and those with national tendencies. 
Composers found operas and ballets valuable source material for their 
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orchestral arrangements. A case in point, though there are many others, 
is the following Tschaikowsfcy example. Here we not only find a freer 
grouping of dances within the suite, as opposed to the traditional, but 
the suite constitutes an arrangement of dances, some of which are national 
in character, from a ballet, Casse-Noisette. 
Ex. 54. Tschaikowsky: Nutcracker Suite, Op. 71a 

Miniature Overture 



M 



March 



Dance of the Sugar-Plum Fairy 




Trepak 



Arabian Dance 




Chinese Dance 




Dance of the Flutes 
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In the period 1913-1930 we ind the soite represented in the contem- 
porary works of composers who rediscovered Bach in the movement called 
neoclassicism (see p. 19 ff.). Their works constitute a throwback to forms 
and aesthetics which dominated the pre-Bach and Bach eras, hence, their 
interest in the eighteenth century form of the soite. Idealized versions 
of modern jazz dances have, of course, been substituted for the tradi- 
tional ones. The Hindemith Suite is an excellent example of the neo- 
classic suite. 

Ex. 55. Hindemith, Paul: Suite for Piano, 1922, Op. 26 

(Copyright, 1922, by B. SchotCs Soehne, Mainz. Renewed, 1949. By permission of Asso- 
ciated Music Publishers, Inc., New York 36, N. Y.j 

March 



i 



Shimmy 




Nachtstiick 
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Ragtime 




"Apotheosis of the Dance" 

Wagner considered the Seventh Symphony of Beethoven to be "a hu- 
man-sphere-dance, the Apotheosis [deification] of Dance herself/ 7 Obvi- 
ously, this remark refers to the spirit of the work and should not be 
taken literally. Although this symphony does not make use of actual 
dance forms, there does exist a continuous feeling of rhythmic regularity 
so pronounced as to cause it to be called by some the Dance Symphony. 
Here is a striking example of the influence of the dance on absolute 
music. All sorts of ideas, programmatic and otherwise, have been read 
into this symphony. But whatever Beethoven's programmatic intent, if 
any, the music must speak for itself. 

Opening with a slow introduction of sixty-two bars, the remainder of 
the first movement, marked Vivace, contains four themes in 6/8 time, 
each in a skipping, rhythmic pattern. 

Ex. 56. Beethoven: Symphony No. 7, Op. 92, First Movement 

Introduction 



Theme 1 

Hfci, ....._...~-^fc_ ,.,.: , , I , . ,, ^ L : ,,,i,, , , , , i , : ,,,.,,, , , : , 'I ., , , , ,", , , Z. 

It will be apparent to the listener that the skipping, rhythmic pattern 
not only generates the theme itself but also the entire main movement, 
even to the extent of the other three themes of the movement. 

Arriving at the Coda (see p. 180) near the end of the movement, the 
listener will observe a syncopated rhythmic pattern of five notes in the 
bass parts, derived from the first theme, which continues for twenty-two 
bars while a tremendous climax builds up above it. For this seeming lack 
of consideration for the listener, it was said by Weber that "Beethoven 
is now ripe for the madhouse." History has since proved Weber wrong. 
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Coda 



The second movement, because of Its somewhat less than fast tempo 
and its strong rhythmic pattern, has been thought by some to be a wedding 
march. Others have felt merely that 44 time marches on/* the movement 
suggesting the unvarying, unrelenting sameness of time itself. However, the 
pulsating rhythmic figure which generates the theme hymnlike in char- 
acterand which appears as well in other parts of the orchestra, makes 
rhythm the dominant element of the movement. 

The hymnlike theme is supported by a vertical harmonic structure 
in the key of A minor. 

Ex. 57. Beethoven: Symphony No. 7 7 Op. 92 7 Second Movement 

Theme I 



Theme 2, a countermelody, appears with theme 1. 
Ex. 58. Theme 2 






Theme 3 appears with a return to the key of D major. 
Ex. 59. Theme 3 



The third movement, marked Presto, is not only faster than the usual 
Beethoven scherzo, but very much faster than a minuet. The first part 
of the first theme is somewhat folkish in character. 

Ex. 60. Beethoven: Symphony No. 7 7 Op. 92, Third Movement, Scherzo 

Theme 1 



Theme 2 appears in a slower tempo. 
Ex. 61. Theme 2, Trio 
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The architectural plan of the movement is Scherzo, Trio, Scherzo, 
Trio, Scherzo, ending with a very short Coda. 

The raucous 2/4 dance tune of the fourth movement obviously has 
the character of an Irish reel. Its bacchanalian character is aided and 
abetted by the basic and prime source of all music rhythm. In this 
movement the apotheosis is reached. Here rhythm is purely physical- 
one is impelled to movement by the sheer driving force of the rhythm. 
Contrasted with the second movement, where rapt attention is demanded, 
the fourth movement seems to say, "Let yourself go!" 

Ex. 62. Beethoven: Symphony No. 7, Op. 92, Fourth Movement 

Theme 1 




The second theme, almost as orgiastic as the first, only serves to lead to 
wilder moments. 
Ex. 63. Theme 2 
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Ex. 64. Theme 3 




March 

No study of rhythm would be complete without a discussion of a form 
which, without exception, creates the strongest feeling for physical ac- 
tionthe march. Few can resist its martial qualities or mistake its im- 
plications. Its marching tempo and rhythms typified by stirring trumpets 
and drums, are infectious and full of energy. 

The march, indebted to the minuet-with-trio form, usually has one or 
more trios inserted between a repeated march thus: march, trio, march; 
or march, trio, march, trio, inarch. The trio is usually less bombastic 
than the march itself and is more tuneful in character. 

Marches fall into three classifications: (1) military, (2) processional, and 
(3) funeral The military march is in quick, lively tempo, in duple meter, 
and is intended for marching, although this type is often found on band 
concert programs. The example given here is by the master of the mili- 
tary march, John Philip Sousa. Marches of the military variety serve, 
primarily, a utilitarian purpose. 



The Pulse of Music 

Ex. 65. Soosa y John Philip: Stars and Stripes Forever 

Theme 1 
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Theme 2 






Trio, Theme 3 



Trio, Theme 4 



nnl 






The listener will note that the march does not end with a return to 
the march, but ends with the trio, thus: trio theme 3, interlude theme 
4, trio, interlude, trio. 

Though the march as an art form dates back to the sixteenth century, 
it has had a notable effect on serious music, having had its widest use 
as a ceremonial rather than as a military march. The processional march, 
which falls into this category, is intended for processions such as occur 
at weddings, state occasions, commencements, and the like. The tempo 
is slower and more stately than that of a military march, but the time 
signature, and the structure remain the same. Composers of opera have, 
perhaps, made the widest use of this type of march. One of the most 
outstanding of the processional marches is found in the opera Die Meis- 
tersinger by Richard Wagner. 

Ex. 66. Wagner, Richard: Die Meistersinger, Act III, Scene 5 




Modem composers such as Gian-Carlo Menotti have also employed 
the processional march effectively in their works. Such a march is found 
in an opera written especially for television by Menotti, AmaKL and the 
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Night Visitors. Here he employs a processional march for the entrance 
of the three Kings. 
Ex. 67. Menotti, Gian-Carlo: Amahl and the Night Visitors 

(Copyright, 1951, 1952, by G. Schirmer, Inc., New York 17, X. Y. 
Reprinted by permission.) 

The Kings afar off 






The three Kings wend their way along the mountain road 




Appearance of the three Kings on the road 



The funeral march marcia funebrein duple meter, is a slow, stately, 
somber march that accompanies the rites for the dead a dirge. 

Of special significance to serious music was the elevation of this type 
of march to symphonic stature by Beethoven in the second movement 
of his Symphony No. 3, the "Eroica." It is also significant that Bee- 
thoven used the funeral march to sound the death knell of his sometime 
"hero" Napoleon, to whom Beethoven had originally intended to dedi- 
cate the symphony. But when Napoleon, in 1804, made himself Em- 
peror of France, Beethoven, disillusioned, destroyed the dedicatory page 
and ascribed the work instead "to the memory of a great man." 

Certainly the second movement is one of the greatest funeral marches 
ever composed. 

Ex. 68. Beethoven: Symphony No. 3, Op. 55, Second Movement 

Theme 1 



Theme 2 




The Pulse of Music 
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Theme 3 






Theme 4 




A later example, giving further statore to the funeral march as an art 
form, is found in the opera Gotterdtimmening by Wagner. Besides be- 
ing one of the best-known examples, it remains one of the most beau- 
tiful ever written. 

Ex. 69. Wagner: Gotterdammerung, Act III, Scene 2 

The funeral procession begins 




TT ' 



As the funeral procession reaches the height, the following theme is heard 




March as Absolute Music 

The march as an art form has also made its contribution to the field 
of absolute music. In the hands of the artist, it becomes a thing of 
beauty divorcing itself as it does from any relationship with the utili- 
tarian, though the feeling of action may be as strong as the march in- 
tended for the out of doors. Such an example is found in the third 
movement of the Tschaikowsky Symphony No. 6the "Pathetique." 
Here the mood of the march is elevated and exalted with telling effect. 
The march, at first intimated by the oboe, gathers momentum which 
culminates in a feverish march movement that is as full of splendor as 
it is overpowering. 
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Ex. 70. Tschaikowsky: Symphony No. 6 in B Minor, Op. 74 ? Third 
Movement 

Theme 3 






Among the modern composers, Prokofieff has often exhibited his fond- 
ness for marchiike tempos and rhythms the "March of the Hunters" 
from Peter and the Wolf, Op. 67; the "March" from the opera Love 
for Three Oranges, Op. 33 T being the best known. ProkofiefFs abstract use 
of the march, written for the piano, is shown here. 

Ex. 71. Prokofieff: March, Op. 12, No. 1 

(Copyright, 1919, by G. Schirmer, Inc., New York 17, N. Y. Reprinted by permission.) 



In our foregoing discussion of rhythm, it has been our purpose to 
show that (1) rhythm is a combination of tempo, accent, meter, and 
note values so contrived as to create specific patterns, easily recognized 
and understood by the listener; (2) rhythm can be used to create specific 
feeling; (3) rhythm, when associated with physical action, becomes largely 
an end In itself rather than a means to an end the more subtle the 
combination of rhythm with melody and harmony, the more its aesthetic 
value is enhanced; and (4) the dance has been an important and lasting 
force in the progress of music. 

The listener will find the recordings listed in Appendix V, which are 
to be used in conjunction with the study material of this Unit, to be 
very rewarding. 




The Linear Aspects of Music: 
Melody and Counterpoint 



Why Is a melody? This seems like a facetious question. But truly, we 
are not sure, for melody is one thing to one group of individuals and 
something else to another. The philosopher speculates while the psy- 
chologist investigates. 

The Psychological and Aesthetic Aspects of Melody 

What we perceive as actual music involves an interrelation of such 
tonal aspects of music as interval, scale (see p. 85 ff.), rhythm (see Unit 
III), melody, and harmony (see Unit V). In other words, isolated tones 
do not produce music. 

Psychologically speaking, when two tones of different pitch are sounded 
in succession, we perceive an effect w r hich we call a melodic interval. 
The pitch differences of the two tones must be of distinct and signif- 
icant size so as to be recognized as two different tones. Psychological 
studies have found that pitch differences between two tones as small as 
a quarter tone (see p. 116) can be perceived consistently as an interval, 
and anything less than a quarter tone creates the feeling that the pitch 
of the same tone is being slightly changed. However, our present system 
of tuning with its twelve half steps, semitones, to the octave precludes 
the use of intervals of less than a half step. 

It is significant that intervals which we perceive with the greatest of 
ease and precision are those which are the most often used in music. 
This fact may be attributed, at test in part, to habituation and asso- 
ciation. 

What we perceive as a melody, then, is a succession of tonal intervals 
so arranged as to give a feeling of coherence and unity. In a succession 
of toaal intervals, movement is inherent and implied. But as the tonal 
intervals proceed one by one, they must create a feeling of continuous 
movement toward an objective. A melody, then, is the sum of its parts 

development realized in fulfilment, 
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But how or why a succession of tones makes a melody Is a moot ques- 
tion. Certain psychological data help us to answer this question. It has 
been found that: (1) propinquity - the nearness of one note to another 
as opposed to large skips tends to give greater cohesiveness and con- 
tinuity to a succession of tones; 1 (2) the repetition of its components- 
thus frequent repetition of the same tones within a sequence may es- 
tablish a specific tonal pattern as a melody; 2 and (3) the finality which a 
specific succession of tones may give through a downward movement of 
tones may create a feeling of conclusion cadence which is an attribute 
of melody, though it may be that in this instance we are influenced by 
what we are used to hearing. 3 

An aesthetic aspect of melody is whether it is beautiful or trite. "The 
very fact that we speak of some melodies as trite indicates that a tonal 
sequence can be a melody without producing an aesthetic effect/" 4 We 
may say, then, that for a melody to be beautiful it must be subtle rather 
than obvious. A subtle melody is one which is crafty, artful, or sophis- 
ticated, while a trite or obvious melody is one which leans toward the 
"popular" and contains elements which are commonly familiar and are 
used in a common way. A newspaper editor once remarked that he 
"wouldn't give a nickle for a tune he couldn't whistle." To him a tune 
was good if he could remember and whistle it. Therefore, the less com- 
plex and sophisticated the melody the better the editor liked it because, 
so far as music was concerned, he reveled in the familiar, the sentimental, 
and the obvious. 

As rhythm is the framework of melody, so harmony is the handmaiden 
of melody some modern composers notwithstanding. Melody is pre-emi- 
nent from a historical, creative, and aesthetic standpoint Gregorian 
chant. It is an element of fundamental importance and a test of a com- 
poser's artistic qualities. Over the centuries we have in turn glorified 
melody, harmony, tone color (see Unit VII), and rhythm. Perhaps, now, 
there is nothing left for composers but to complete the cycle by return- 
ing to the soul of music melody. 

The Rhythmic Aspects of Melody 

Though melody is a single line of tones, not any line of tones will 
constitute a melody. In Ex. 72, each tone represents the two funda- 
mental aspects of melody pitch (see p. 84 ff.) and duration (see p. 
123). There is motion in space pitch because of the up and down 
movement of the tones, and there is a certain lasting quality duration 
for each tone. But there is a stagnant quality about this succession 
of tones because of the lack of rhythmic distinction they are tones in 
isolation. 
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Ex. 72. 




To be meaningful, the tones in the preceding example must be or- 
ganized so that they will not wander aimlessly in space like a free bal- 
loon. Melody, to be effective, most have a framework which provides 
forward motion and direction. Rhythm and meter (see p. 37 iff.) the 
lifeblood of melody supply the motive power for forward motion and 
direction. Using the same tones as in Ex. 72 r notice how, in Ex. 73, life, 
shape, and direction are achieved by our would-be melody through rhyth- 
mic and metric organization. 

Ex. 73. Harris, Roy: Symphony No. 3, Theme 1 

(Copyright, 1940, by G. Schirmer, Inc., New York 17, N, Y. Reprinted by permission.} 




Composers quite often use the same melody but treat it differently, 
rhythmically, and by so doing, give greater variety to their music, 
Ex. 74. 






Or, the composer may keep the same rhythmic pattern as in Ex. 73, 
but change the tones, thus creating a new melody. 
Ex. 75. 



Having observed the importance of rhythm to melody, let us hasten 
to say that rhythm is not always essential to melody. Is this a contra- 
diction of what we have been saying, and, perhaps, always believed? 
The answer is "No," because we have been using the word rhythm in 
its broadest sense. Let us amend our definition of melody to say that 
it is a single line of tones which may be without rhythm but never 
without meter. This implies, thai, that "rhythinless" melodies exist. 
There are many examples, but those below will illustrate the point 
Compare them with Ex. 73, 74, and 75. 
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Ex. 76. Bach: Art of Fugue, Contrapunctus IX, Art of Fugue Theme 



Ex. 77. Mozart, Wolfgang Amadeus: Quartet in G, K. 387, Fourth 
Movement 
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Ex. 78. Brahms, Johannes: Symphony No, 4, Op. 98, Fourth Move- 
ment 






Ex. 79. Mahler, Gustav: Das Lied von der Erde, No. 1, "Das Trinklied 
vom Jammer der Erde" 

(Copyright, 1911, renewed 1939, by Universal Edition (London) Ltd. By permission of 
Associated Music Publishers, Inc., New York 36, N. Y.) 
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Ex. 80, Wolff, Erich: Aus der Feme in die Nacht, Op. 12, No, 5. 
(By permission of Harmonia Publishing Company, Tennent, N. /.) 
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Compare Ex. 81 with those just given, observing the forward motion 
inherent in the rhythm and meter. 

Ex. 81. Stravinsky, Igor: Les Noces, Tableau IV, "Les Repas de Noces/ 7 
Theme 3 

(By permission of ]. 6 W. Chester, Ltd., London, Publisher and Copyright Owner.} 




The Climactic Aspects of Melody 

We should speak of the effect that climax has on a melody. We have 
seen waves of the ocean that seem to move or reach up to a peak and 
then gently fall after the crest has been reached. So a melody, to have 
character, shape, and interest, must rise to a climax at least once dur- 
ing its progress. Melodies which move in stepwise fashion conjunct 
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are the more relaxing, while those which move mainly by skips disjunct 
create the most tension. Melodies usually make use of both conjunct 

and disjunct movement in space. The higher notes within a melody use- 
ally create the strongest feeling of tension. 



Is Ex. 82 conjunct, disjunct, or both? How many climaxes does it have? 
Ex. 82. Barber, Samuel: Essay for Orchestra, Op. 12, Theme 2 

(Copyright, 1941, by G. Schirmer y Inc., New York 17, N. Y. Reprinted by permission.) 

There may be a combination of several climaxes which all build to a 
still higher point of interest. 5 



Does Ex. 83 fit this idea of climax? Again, is it conjunct, disjunct, or 
both? Does its movement create a feeling of relaxation or tension? Are 
there other tension points besides the one reached in the climax? 

Ex. 83. Britten: Peter Grimes, "Four Sea Interludes/' Op. 33a, Fourth 
Interlude, Thane 2 

(Copyright, 1945, by Boosey 6 Hawkes, Ltd., New York 19, N. Y. Used by permission.) 
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The idea of climax can be applied to whole compositions, as well as 
to melodies, as in the case of the Ravel Bolero, where one climax is 
added to another and another by first starting the orchestration with 
the drums, and by adding instrument after instrument, the piece finally 
reaches its psychological and aesthetic climax near the end where there 
is a sudden breaking off. 

The principle of climax is present to a greater or lesser degree in all 
of the fine arts. 

TYPES OF MELODY 

There are three kinds of melody which are used in our music today. 
This music is called monophonic, polyphonic, and homophonic (also 
called monodic}. These types of melodic music roughly outline the prog- 
ress of music history from the earliest times to the present. Let us ex- 
aptae these melody types singly. 
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Monophonic Melody 

The period A.D. 60Q-A.D. 1500 is very important to the development 
of music, especially that of song, for during these years two important 
styles developed. The first was monophonic (a single melodic line with- 
out additional parts harmony or accompaniment) sacred music; the sec- 
ond, monophonic secular music minstrelsy which developed outside the 
Church. 

The form which monophonic music took within the Church was called 
the chant. Gregorian chant liturgical chant named after Pope Gregory I 
who gave it its final arrangement and code of laws about the year 600 
sometimes called plainsong or plain chant, is the most important type 
and remains in use today in the Roman Catholic Church. Gregorian 
chant is characterized by free flowing rhythm devoid of meter (see p. 
37 ff.), beats, or regular phrases. It is sung partly by the choir and partly 
by a solo voice. The texts are largely prose and are usually taken from 
The Psalms. The tonal system of the melodies is based on the church 
modes, or scale patterns.* 

The church modes are a series of diatonic scales, in which one of the 
tones acts as the central tone. This evolved into a system which created 
scales on d, e, /, g, a, or c, called, respectively, the Dorian, the Phrygian, 
the Lydian, and the Mixolydian authentic modes. The Aeolian and the 
Ionian also authentic modes though never recognized by the Roman 
Catholic Church, were added later to the eight age-old church modes 
by Glareanus in his theoretical work called the Dodekachordon. Each of 
the authentic modes had another mode dependent on it called Hypo- 
dorian, Hypophrygian, etc. plagal modes. 

The examples show the octave ranges of the authentic and the plagal 
modes and the dominant of each. It should be remembered that the 
scales represented by the octave ranges shown are diatonic scales, that 
is, scales consisting of whole and half steps, as represented by the white 
keys on the piano, the half steps occurring between e-f and b-c. 

Ex. 84. 
Dorian 



* o 



Hypodorian 



* At the discretion of the instructor, the material on pp. 74-78 may be omitted. 
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Phrygian 






Hypophrygian 



Lydian 



Betn. 



Hypolydian 



liom 



Mixolydlan 



Hypomixolydian 



Aeolian 



Hypoaeolian 



Ionian 



Uom. 



Dom. 
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Hypoionian 



An example of tlie style of notation used in Gregorian chant is shown 
in the next example. Notice the four-line staff, the clef sign, and the 
notes (neumes). 

Ex. 85. 

(Examples of Music Before MOO, ed. by Harold Gleason. Copyright, 1942, F. S. Crofts 
6 Co., Inc. By permission of Applet on-Century-Crofts, Inc., New York 1, N. Y.) 



1.3V 



le-i-jo'n 



Reduced to modern notation this becomes: 
Ex. 86. 



r - le- I-jJon 



It should be pointed out that Gregorian chant is really a hybrid form 
resulting from the use of materials from the Jewish liturgy and those of 
the Greco-Roman period. 

The next example shows the use of Gregorian chant in modem com- 
position. 

Ex. 87. Respighi: Gregorian Concerto, Second Movement (Partitura) 

(Copyright, 1922, renewed 1950, by Universal Edition A. G., Vienna. By permission of 
Associated Music Publishers, Inc., New York 36, N. Y.) 




Other modem composers who have reverted to the use of modal scales 
are Debussy and Vaughan Williams. The next two examples are in the 
Aeolian and the Mixolydian modes respectively. 
Ex. 88. Debussy: Children's Corner Suite, "Jimbo's Lullaby" 

(Permission for reprint granted by Durand & Cie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3 t Pa., agent) 
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Ex. 89. Vaughan Williams, Ralph: Ptotord Symphony, Third Move- 
ment 

(Copyright, 1922, by J, Cunven & Sons, Ltd., London. Used by permission 
of the publishers.) 






Polyphonic Melody 

The history of polyphonic melody is essentially the development of 
choral music. The earliest form of part singing had its origin about 
A.D. 900. These early attempts at harmony were really the combining 
of two melodic lines which occurred when men and women sang to- 
gether, since men's voices are approximately an octave below women's 
voices. From this beginning a style of music developed which combined 
two or more melodies according to certain rules. This, then, is the def- 
inition of polyphonic music. One of the early forms of polyphonic mu- 
sic was called organum (accent on the first syllable). 

ORGANUM serves as the connecting link between monophonic where 
chanting was done in octaves (male and female voices) -called magadiz- 
ing and the later science of musical composition called counterpoint. 

STRICT ORGANUM was a form of organum in vogue in the ninth and 
tenth centuries. There were two kinds of strict organum, simple and 
composite. Strict simple organum required that the parts move in fourths 
(diatessaron) or fifths (diapente) in parallel motion. We can see, then, 
that this device created two melodic lines as shown here. 

Ex. 90. Simple Organum at the Fourth from Musica Enchiriddis 

(Examples of Music Before 1400, ed. by Harold Gleason. Copyright, 1942, F. 5. Crofts 
Cf Co., Inc. By permission of Appleton-Century-Crofts, Inc., New York I, N. Y.) 



Voice. 
\ 1 
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The upper melodic line was the principal voice cantus firmus and the 
lower melodic line was the added voice orgpndis (duplum). Similarly, 
organum at the fifth would be as follows: 
Ex. 91. Simple Organum at the Fifth from Musica Enchiriadis 

(Examples of Music Before 1400, ed. "by Harold Gleason. Copyright, 1942, F. S. Crofts 
d* Co., Inc. By permission of Appleton-Century-Crafts, Inc., New York I, N. Y.) 
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By doubling the upper and the lower voices a kind of counterpoint 
was (Iwdopecl paled 'composite organum. Here the principal voice was 
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doubled at the octave below and the added voice the organalis was 
doubled an octave above. 

Ex. 92. Strict Composite Organum at the Fifth from Musica Enchi- 
riadis 

(Examples of Music Before 1400, ed. by Harold Gleason. Copyright, 1942, F. S. Croffe 
<5 Co., Inc. By permission of Appleton-Century-Crofts, Inc., New York 1, N. Y.) 
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Modem composers have gone back to ancient times for something 
"new." Below we see how Debussy has used organum for an interesting 
effect. 

Ex. 93. Debussy: Preludes, Book I, No. 10; "La Cathedrale engloutie" 

(Permission for reprint granted by Durand & Cie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3, Pa., agent.) 




FREE ORGANUM. In the eleventh and twelfth centuries a free style of 
melodic writing was developed called free organum. In this style the 
second voice still followed the principal voice, note for note, but with- 
out being restricted to parallel motion, with the result that there was 
an increasing emphasis on contrary motion. Oblique motion was also 
permitted and the interval of the fourth was preferred over the fifth 
since it was believed to be less harsh. 
Ex. 94. Contrary Motion Ex. 95. Oblique Motion 









The intervals permitted besides the fourth were the major third, the 
minor third, and the major second. 
The next step was permitting two or more notes in the second voice 
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to be written against one note in the principal voice. This device created 
a chance to compose more freely. 

CONSONANCE AND DISSONANCE. To have a condition of consonance and 
dissonance arbitrary terms used for purposes of classification onlymel- 
odies must be sounded in combination. Generally speaking, consonance 
in rnosic is a term used to describe those tones which are considered, 
by most people, to be relaxing sounds, and dissonance is the term used 
to describe those which create tension a psychological as well as an 
aesthetic consideration. Consonance relaxation and dissonance tension 
are affected by such factors as register, dynamics, timbre, spacing, etc. 
When we compare the music we hear about us every day with that of 
earlier periods in music history, we can see that our ideas of relaxation 
and tension have changed a great deal over the centuries, Today, the 
following give a feeling of rest or repose and are considered to be con- 
sonances: 

Ex. 96. 
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Dissonance is one of the motivating factors of music. The following notes 
show some combinations which create a feeling of tension or pull toward 
a point of resolution, hence, are considered to be dissonances. 
Ex. 97. 



M 2. 1 ** JA 7 tk 

Examples % and 97, when combined with certain other tones, may be 
expanded into what we call chords (see p. 95 ff.) 7 a discussion of which 
we need not pursue at this point. 

COUNTERPOINT. The system of combining two or more relatively in- 
dependent melodies is called counterpoint. But before this systematiza- 
tion could reach its zenith %i the great polyphonic era 1300-1600 cer- 
tain changes with regard to rhythm and consonance took place. Rhyth- 
mically y music evolved from the free flowing style of Gregorian chant 
and organum to modal rhythms set rhythmic patterns in triple meter 
and finally, to the introduction of duple meter shortly before 1300. 
In the sixteenth century duple meter became the standard. In sixteenth- 
century counterpoint, rhythm is the essence of the combination of two 
or more melodies. 

During this period of musical development ideas of consonance changed 
from a preference for parallel fourths, fifths, and octaves to the use of 
thirds and sixths in a highly developed system of movement and com- 
bination. 

Counterpoint, in addition to being the combination of two or more 
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relatively independent melodies 7 may also be identified as horizontal mu- 
sic. Only at the points where the individual horizontal strands of mel- 
ody coincide, is harmony or vertical structure (see p. 94 f.) created. In 
the polyphonic era composers were not interested in vertical masses of 
sound as we know them today. Their interest was primarily a melodic 
one, the harmony being subservient to the free flow of melodies. The 
vertical structure of music will be discussed in the next Unit. 

IMITATION. The device known as imitation is the essence of contra- 
puntal music. To gain a quick understanding of this principle we need 
only to refer to any of the rounds with which we are familiar. In Ex. 
98 we see that each voice repeats or imitates exactly the first voice which 
has the original theme. When each succeeding voice enters, it too imi- 
tates exactly the original theme. This form is called a canon and this 
kind of imitation is called strict counterpoint. 

Ex. 98. Raw, Row, Row Your Boat 
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The chief differences between a round and a canon are these: (1) in 
a round each imitating voice must enter at the same pitch levelunison 
which is not a requirement of a canon fcanon at the unison, the oc- 
tave, and the fifth are the most common); (2) a round Inevitably returns 
to its beginning, and may be repeated any number of times, whereas a 
canon is not bound by this rale; and (3) the round has no ending while 
the canon may have an ending called a coda (see p. 180). So, we may 
say that all rounds are canons, but not all canons are rounds. There are 
about nine different types of canon. 

Ha\ing its first real beginning in the fourteenth century, imitation 
became the basis of all contrapuntal music of the sixteenth century and 
reached its zenith in the polyphonic a cappella style choral music with- 
out instrumental accompaniment of Philippe de Monte, Orlando di 
Lasso, and Giovanni Pierluigi da Palestrina. This period is often referred 
to as the Golden Age of counterpoint. The accepted forms of sacred 
music of the Golden Age were the Mass and the motet, while the mad- 
rigdl was the favored form of secular music. Imitation was the basic de- 
vice for these forms. 

The MASS, a religious rite the sacrament of the Lord's Supper of the 
Roman Catholic Church had its culmination in the form finally adopted 
in the eleventh century. The Mass is the heart of the Catholic liturgy, 
and has always been musically important. 

There are two main divisions of the Mass: the Proper Proprium Mh- 
sae, and the Ordinary Qrdinanum Missae. The various subdivisions of 
the Proper, which frequently include psalm texts, change from day to 
day, depending on the day being celebrated. With the exception of two 
phrases in Greek at the beginning of the Ordinary, a Latin text is em- 
ployed throughout the Mass. 

Contrasted with the Proper, the Ordinary has a fixed text. The Or- 
dinary has five main subdivisions called, after their initial words: (1) 
Kyrie eleison "Lord, have mercy upon us/* (2) Gloria in excelsis deo 
"Glory to God in the Highest," (3) Credo in unum Deum~-"l believe 
in one God/' (4) Smctus-Voly, Holy, Holy," and (5) Agnus Dei- 
"Lamb of God who beareth the sins of the world." 

Example 99 is a portion of a Kyrie and shows how counterpoint is 
constructed by adding melody to melody. The imitation shown is at the 
octave and, later, at the fifth. The counterpoint is, however, in a "free" 
style, since neither the rhythm nor the melody continue in strict imita- 
tion of each other. The style of Palestrina is based on the church modes 
(see p. 74 ft), hence, is called modal counterpoint. 

The double G clef shown telow in Tenor I and Tenor II is used as 
a tenor clef, and indicates that the parts lie an octave lower than writ- 
ten* ' , , '.' ; , ' , 
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Ex. 99. Palestrina, Giovanni Pierluigi da: Mass: V estiva i Cotti, "Kyrie" 

(Examples of Gregorian Chant, Compiled by G. F. Soderlund Third Edition Copyright, 
1946 F S Crofts 6 Co., Inc. By permission of Appleton-Century-Crofts, Inc., New 
YorJU,k*Y.) 




The next example shows the use of strict counterpoint by a contem- 
porary American composer. Compare this example with the Kyrie by 
Palestrina. 
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Ex. 100. Bacon, Ernst: Seven Canons, IV, "The Pelican/' 
Two-part canon in unison 

(Copyright, 194S, by Music Press, Inc. Used by permission of the copyright owner, Mer- 
cury Music Corporation, New York 3, N. Y.) 
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It should be pointed out that up to about 1250 instruments, such as 
they were, were used only to double the voice part or the parts, or oc- 
casionally to sound a tone. Between 1250 and 1600 instrumental music, 
as such, developed, but it was below the standard set by vocal music. 

Homophonic Melody 

The form of melody we are now to study was the direct antithesis of 
polyphonic music. Whereas polyphonic music placed emphasis on the 
relative independence of each melodic line, homophonic music placed its 
emphasis on one melodic line, which may itself be ornamented, sup- 
ported by a chordal style accompaniment or one which was more or less 
embellished, but subordinate and subservient to the melody. This "new 
music" was a reaction against the restrictions of the purely contrapuntal 
style of the sixteenth century. 

Homophony (also called monody) had its origin in the aesthetics of 
the late Renaissance, which emphasized naturalism in all forms of art. 
So it became necessary for the musicians to seek a style which would 
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be more expressive and more direct. Espoused by a group of musicians 
called the Camerata, this new music was based on the ancient Greek 
music drama. As the result of this "pioneering/ 7 lyric expression was based 
on personal feeling, a form developed in the seventeenth century which 
eclipsed the original aesthetic ideas of the Camerata. That form was the 
opera, the homophonic features of which were the recitative and the 
arid. 

Though song a short composition for solo voice has been a domi- 
nant force from earliest times, it remained for a comparatively recent 
era to give it impetus, spurred by the subjective lyric poetry of Goethe 
and Heine. In modern art song an artistic creation of studied simplicity 
in which the union of poetry and music is consummated in a homo- 
phonic form is the product of the Romantic era. The early nineteenth 
century saw the union of romantic poetry and music in the songs lieder 
of Franz Schubert and, later, those of Robert Schumann and Johannes 
Brahms. The lied, pre-eminently German, became known all over Europe 
in the last half of the nineteenth century and made a lasting contribu- 
tion to the subsequent cultivation of the art song in other countries, 
notably by the romanticists and the modernists of France, England, and 
the United States. 

It should be pointed out that as a result of these aesthetics instru- 
mental music moved, in the seventeenth and the first half of the eight- 
eenth century, to a point equal in importance to that of vocal music. 
Since 1750 instrumental music has led the way. 

PITCH. In the previous Unit on Rhythm, we saw the organization of 
notes into divisions of long and short. Notes may also be arranged into 
"high" and "low" according to their position on the great staff, which 
placement gives then definite pitch. The notes of the great staff are 
shown in relation to the piano keyboard. Staff notation as we know it 
had its origin about 1600. Earlier, the staff varied from three to ten 
lines. 

PIANO KEYBOARD AND GREAT STAFF 
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The G clef fe 1 ^ 1 ^^^^ generally called the treble or "soprano" 

clef is placed on the top five lines and arbitrarily makes the second 
line G. From this sign we can find all of the other notes on the staff. 

The F clef |y . "FEE-- generally called the bass clef is placed on 

the bottom five lines and arbitrarily makes the fourth line F. Notice 
the addition of the two dots to the sign. In piano music, the G clef is 
generally reserved for the right hand while the F clef is used for the 
left hand. 

In writing music for other instruments, namely, the viola, the cello, 
the trombone, the bassoon, and occasionally the double bass, a C clef 
is used which is a movable clef, but is usually used either on the third 
or the fourth line but never in a space. In viola music, the treble clef 
frequently appears to avoid the use of too many leger lines, lines added 
above or below the staff. 
Alto Clef Tenor Clef 






The indicated pitch of any note may be altered by placing before it 
an accidental, e.g., sharp (}), flat fo), double sharp (x), double flat fob), 
or natural (\\). 

The black keys shown on the keyboard are used for both sharps (|) 
and fats fo) and take their names from the nearest white keys. Thus, 
C-sharp is the first black key to the right of middle C, while D-flat is 
the first black key to the left of D. We see, then, that this black key 
has the same pitch but two different spellings. This "sameness" of pitch 
and difference of spelling is called an enharmonic equivalent. By the same 
token, B-sharp is also C, etc. Enharmonic change also takes place by 
spelling D as C-double sharp (x), and also as E-double flat fob). En- 
harmonic change is applied to intervals and chords for convenience in 
modulating from one key to another. 

A natural (If) cancels, at least for the remainder of the measure, any 
other accidental. 

INTERVALS. As we said earlier, an interval is the difference in pitch be- 
tween two tones. This difference in pitch is characterized by numbers 
which describe the staff distance from one tone to the next as: 

c-c o-d c-e o-f c~g c-a c~b c-c' 

Uffisoa Second Third Fourth Fifth Sixth Seventh Octave 
perfect, major major perfect perfect major major perfect 

Wheii a major interval is reduced in size a chromatic half step, it be- 
comes minor. By increasing the size of a perfect of major interval a 
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chromatic half step, the interval becomes augmented. When a perfect 
or minor interval is contracted in size a chromatic half step, it becomes 
diminished. Seconds, thirds, sixths, and sevenths may be made major or 
minor, augmented or diminished, by the use of accidentals. Unisons, 
fourths, fifths, and octaves are perfect because each tone exists in the 
scale of the other. 

TONALITY 

As a reaction against the church modes employed in the polyphonic 
music of the sixteenth century, the tonal basis of the seventeenth cen- 
tury was the major and the minor scales and consequently major and 
minor keys whose derivation may be traced to the Ionian and Aeolian 
church modes, respectively. The types of scales which have developed 
from this beginning are called diatonic -major and minor, chromatic, and 
whole-tone. Broadly speaking, tonality means faithfulness to a tonic, that 
is, to a central tone to which all other tones of a scale are related and 
around which the melody or chords move. 

It is advisable to guard against the familiar misconception that scales are 
made first and music afterwards. Scales are made in the process of endeavor- 
ing to make music and continue to be altered and modified, generation after 
generation, even till the art has arrived at a high degree of maturity. 6 

The above named scales do not exhaust the list of all known scales, but 
are those which have been adopted for use in the music of the Western 
world. 

Diatonic Scales 

All major and minor scales are derived from a succession of melodic 
intervals of a specific pattern kid out according to whole and half steps. 
In a diatonic major scale the pattern is shown by playing all the white 
keys on the piano from middle C to c 1 thus: 

Ex. 101. Diatonic Major 

. , !>**, 

c d e, ^.-P jj a P^ -c 
1 91 34 3 ft 7^-^& 

In other words, in a diatonic major scale the half steps must occur be- 
tween 3-4 and 7-8, all the others being whole steps. There are seven 
sharp (ft) keys and seven flat (b) keys in addition to the one natural key 
just shown. An example of a song in a diatonic major key follows: 
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Ex. 102. Hopkinson, Francis: Aly Days Have Been so Wondrous Free 
{Copyright, 1951, by Carl Fischer, Inc., New York 3 9 N. Y. Oliver Daniel, arranger.) 



Ji Uj 
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The note the scale begins on determines the name of the key. 

In a diatonic minor scale, the half steps must occur between 2-3 and 
5-6, all others being whole steps. The essential difference between the 
major and the minor modes is that in the minor mode, the third step 
is always a half step lower than its corresponding major C major, C 
minor. This pattern is called the natural or pure minor. By using the 
white keys again from a 1 to a 2 the scale is as follows: 

Ex. 103. Diatonic Minor 






ft. 
& 



In this example the whole and half steps remain in the same position 
both ascending and descending. Let us see how this scale is used in the 
following example. 

Ex. 104. MacGimsey, Robert: Shadrack 

(Copyright, 1931 and 1937, by Carl Fisher, Inc., New York 3, N. Y. Words and music 
by the composer.) 
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There are two other forms of the diatonic minor scale, the harmonic 
and the melodic. It will be observed that certain of the accidentals de- 
scribed above will be required in the construction of these scales. 
Ex. 105. Diatonic Minor, Harmonic Form 



Kalf^Up lmlf*t*f 

d i _ ^ -f r A. 

4 S^_^fc t & 



Notice that in the previous example the seventh tone has been arbi- 
trarily altered, sharped, and thus the half step is shifted from 5-6 to 
7-8. In the harmonic form of the minor the whole and half steps oc- 
cur at the same places both ascending and descending. Example 107 is 
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an example of an old spiritual which employs the harmonic form of the 
minor scale. See also the use of both the natural minor and the har- 
monic form in the first eight measures of the Mozart Symphony No, 40. 
Ex. 106, Mozart: Symphony No. 40, K. 550 




Ex. 107. Burleigh, Henry Thacker, arr.: Go Down, Moses 
(By courtesy of G. Ricordi & Co., New York 23, N. Y.) 

Jj - ' 
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In the scale shown in Ex. 108, observe the whole and the half steps in 
the ascending and descending patterns. 
Ex. 108. Diatonic Minor Scale, Melodic Form 



Kalfat*j HAUiftji Imlfstep 
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It will be observed in this example that the sixth and seventh tones 
of the scale have been altered raisedascending, while in the descend- 
ing scale they have been altered lowered again, thus making the de- 
scending scale a natural minor by restoring the half steps to their orig- 
inal position of 2-3 and 5-6. There are three forms of the minor scale 
for each minor key, making forty-five scales in all. Does Ex. 109 fit the 
requirements of the melodic minor? 

Ex. 109. Poulenc, Francis: Poemes de Ronsard, I. "Attributs" 

(By permission of Huegel tf- Cie, Paris, France, copyright owners. Theodore Presser Co., 
Bryn Maw, Pa,, agent.) 
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Though the trdned ear is the sole judge, the general principles gov- 
erning the use of the harmonic and the melodic forms of the minor are 
these: (1) the implied harmony determines the use of the raised or low- 
ered sixth or seventh degrees of the scale; (2) when 6-7 or 7-6 are used 
consecutively as chord tones, and occasionally when the second of the 
two is a nonchord tone, the harmonic form is used; and (3) when 6-7 
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or 7-6 are used consecutively and when one or both are nonharmonic 

tones (see p. I04ff.), the melodic minor is esed. 

Chromatic Scale 

The history of chromaticism as a melodic and harmonic devicedates 
back to the thirteenth century use of musics /zcto the use of extra-modal 
flats and sharps In the church modes *1>y reason of beauty" or "by rea- 
son of necessity. 7 * Their use was so widespread that Pope John XXII 
issued a Papal Bull in the fourteenth century (1324/5) which not only 
banned practically all forms of polyphony in the Church, but struck out 
against its injurious practices. Instead of stemming the tide, it sewed 
only to advance the cause of polyphonic secular music in which chro- 
maticism was an essential ingredient. 

True chromaticism begins about 1540 with the madrigals of Willaert 
and De Rore. It continued as a melodic device through the Baroque, 
the Classic, and the Romantic periods, after which chromaticism was 
employed both melodically and harmonically to a much greater degree, 
as we shall see in Unit V. 

In the cforoirarfic duodecuple scale, tones outside the regular diatonic 
scale are used, the succession of which produces a series of twelve half 
steps within the octave. A chromatic melody is one in which one or 
more tones are introduced which are outside the ruling diatonic key. 
If by the introduction of the chromatic notes a modulation (see p. 
107 ff.) occurs, the notes are no longer chromatic but belong to the new 
"key. 

Ex. 110. Chromatic Scale 




The spelling of the chromatic scale is a moot question. Though the 
lowered fourth degree G-flat in the descending chromatic scale usu- 
ally called the melodic versionis found in many textbooks, this form 
is not supported by the practice of composers. Hence, the use of Ff in 
Ex. 110. Notice how the chromatic scale is employed in the next ex- 
ample and the use of the raised fourth degree descending. 

Ex. 111. Griffes, Charles Tomlinson: Sorrow of Myfath, Op, 9, No. 5 

(Copyright, 1918, by G. Schirnw, Inc., New Yorfe 17, N. T. %prmted by permission.} 
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Whole-Tone Scale 

This scale was an innovation of the last decade of the nineteenth 
century and, in general, was a revolt against the romanticism of the 
nineteenth century. This new movement was called "impressionism" and 
its originator in the field of music was Debussy. While the materials 
used by Debussy were new, yet the very essence of impressionism was 
programme music. Musically, impressionism was a forward step, but aes- 
thetically it was a continuance and climax of the programmatic ideas 
of the Romantic movement. Impressionism had its origin in the pic- 
tures of the French painters of the period with whom Debussy was very 
well acquainted. 

Debussy upset many rules and traditions to bring his aesthetic prin- 
ciple to fruition. Chief among the changes was his use of a scale with- 
out half steps called the whole-tone scale. When constructed, the scale 
contains but six tones and is limited to two "keys." 

Ex. 112. Whole-Tone Scale 
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It will be observed that by combining the two pentatonic scales the 
chromatic scale evolves. These pentatonic scales are also the source of 
the whole-tone scale. Note the absence of half steps. Debussy went back 
to the Chinese for this scale, although the pentatonic scale is not con- 
fined to any one country, but appears to be universal, since it is found 
also in the music of the Japanese, the Irish, the Scotch, the Indians, and 
the Eskimos. The pentatonic scale may be shown by playing the black 
keys on the piano. 

The use of whole steps only gives each tone of the scale equal func- 
tion, thus destroying the feeling of a definite tonality key center, a feel- 
ing of "direction" in the melodic contour, and permits the use of ir- 
regular and fragmentary phrases. All of this tends to give the music a 
feeling of vagueness, as when one holds a piece of fine, fragile, trans- 
lucent china up to the light and then places his hand between the china 
and the light. What one sees, then, is not the hand itself, but only the 
image of the hand. This is impressionism. 

Notice the use of the whole-tone scale in the following example. 
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Ex. 113. Debussy: Cinq Poemes de Baudelaire, "Harmonic du Soif T 

I Permission for reprint granted by Durand O Cie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3, Pa., agent, j 
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In the next example Debussy uses the pentatonic scale. Compare this 
with the previous example. 
Ex. 114. Debussy: Nocturnes, "Nuages/ J Theme 3 

(Permission for reprint granted by Editions Jean Jobert, Paris* France, copyright owners; 
Elkan-Vogel Co., Inc., Philadelphia 3, Pa., agent.) 







Impressionists also used the modal scales to further their programmatic 
ideas (see p. 26 ff.) while discarding the sonata and the symphony for 
smaller forms which were more adaptable to pictorial representation. 




The Vertical Aspects 
of Music: Harmony 



Webster says that harmony is a "just adaptation of parts to each other; 
agreement between the parts of a design or composition giving unity of 
effect or an aesthetically pleasing whole." What are the parts of har- 
mony musically speaking, and how may they be combined to add to our 
aesthetic experience? 

The Psychological and Aesthetic Aspects of Harmony 

Harmony is melody in third dimension, and is the sublimation of mel- 
ody because it enriches a single line of tones. This is not to say that 
harmony supersedes melody, for it is melody which germinates harmony 
and gives it movement and form. 

Harmony may be said to have three related connotations: (1) the term 
harmony is applied to the simultaneous sounding of three or more tones, 
it is mass musical sound; the distance between the tones is called har- 
monic intervals; (2) this definition also applies to a chord; (3) to have 
harmony there must be a succession of chords which are related in some 
way to each other. When tones are combined, we have a feeling of con- 
sonance and dissonance (see p. 79), of repose or tension, satisfaction 
or dissatisfaction. Harmony forces us to be more conscious of consonance 
and dissonance because tones are combined rather than stated singly as 
in a melody. In the previous Unit, we said that a melody may be de- 
scribed as a sequence of tones which were significant because of their 
relationship to a central tone and which creates a feeling of finality. In 
harmony, the same principles of progression exist. In consonant chords 
the tones tend to fuse, which gives the hearer a feeling of oneness with 
the chord to the extent that he feels identified with it. This is a com- 
plete aesthetic experience for the hearer the chord becomes a thing of 

beauty. 

Over the centuries we have seen how our ideas of what is consonant 
have changed. Whereas only the unison, fourths, fifths, and octaves were 
formerly permitted, we have added to these intervals many more which, 

92 , ; ,. , '. ' ' ' ' ! 
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to us today, seem consonant. How much dissonance can be added to 
harmony for it to be beautiful remains a moot question at the present 
time. However, as our tastes change our ideas of what Is beautiful may 
also change. Emerson says, 'The love of beauty is taste; the creation of 
beauty is art/' 

As we said in Unit TV, dissonance is one of the motivating factors in 
music because it sets up conflict between tones. A dissonant tone is one 
which does not belong to a given harmony but belongs to another and, 
therefore, sets op a rivalry with the prevailing harmonya psychological 
aspect. A discord is a tone which does not belong to any harmony. Dis- 
sonances tend to enrich the harmony. Since discord does not rule^out 
beauty, a musical composition steeped in discord may be a "beautiful" 
w r ork of art an aesthetic consideration. 

The old saying that "people like what they know and know what they 
like" is only too true, because the things which we say we know and 
like are steeped in familiarity. We have been hearing the same chord 
progressions for centuries. So it is that we urge you to listen to as much 
modern music as possible. Through the medium of these Units you will 
come in contact with the fundamentals of music which will result in 
your being able to listen to serious music without frustration, and thus 
be able to develop and improve your taste. 

Consonance and Dissonance 

We have been theorizing and speculating up to now about consonance 
and dissonance. Let us now examine some facts in order to understand 
more completely this phenomenon which is fundamental to most of the 
harmony with which we are familiar today. This phenomenon is called 
the harmonic series, or overtone series. If we were to strike a single stnng 
having the pitch of C, called the fundamental, we would find that it is not 
iust one tone but a combination of various other tones called partook. 
The fundamental tone C would be divided into the following partials: 

Ex. 115. Harmonic Series 
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You will see that there are sixteen partials. However, the division does 
not stop here but continues, the higher partials becoming continually 
weaker and weaker. In reality, they even extend beyond our limits of 
hearing. We can now see from the tones shown in Ex. 115, the great 
possibilities for consonance and dissonance. The first eight tones are the 
consonant tones, while the next eight are the dissonant ones. Play each 
set of eight on the piano, holding each key down so that the tones will 
continue to sound. You now hear how these tones sound when played 
in succession. Now, strike the first eight together, then the second eight. 
Which group of eight sounds the better? Why? The first group is the 
more consonant blend because there is less clash dissonance. Over the 
centuries, composers have been combining more of the tones contained 
in the last eight of the harmonic series with the first eight, and with 
themselves, thus creating a harmony which is increasingly more disso- 
nant. Now, if we take the partials which would result from striking every 
tone contained within the octave from C to C, we would eventually 
have all the tones which are contained in the chromatic scale from C 
to C (see p. 89 f.). Each tone in the chromatic scale is a partial resulting 
from striking a given fundamental each fundamental dividing in exactly 
the same pattern as shown. 

THE STRUCTURE OF HARMONY 

Both polyphony and harmony had their origin in early organum (see 
p. 77 ff.). You will recall that in organum tones were combined in uni- 
sons, fourths, fifths, and octaves. The preference for these intervals (see 
p. 85 f .) in combination actually created the first vertical structure in mu- 
sic. However, this style of writing did not gain much favor until about 
the middle of the sixteenth century, at a time when polyphony was at 
its height with its attendant emphasis on the combination of parallel 
(horizontal) melodies. Toward the latter part of the sixteenth century 
music began to appear in which voices moved in chordal (vertical) style. 
The increased interest in the vertical movement of music brought about 
an expinded concept of tonality (see p. 86 ff.) in the last half of the 
seventeenth century. This concept made it possible to determine the re- 
lationship of the different degrees of the scale to the tonic or key center. 
Whereas, the use of modal scales (see p. 74 ff.) had made music very 
restrictive, the concept of tonality gave freedom to music through its 
use of major and minor scales and the resultant use of modulation 
the movement away from one key and the establishment of a new to- 
nality. Beginning about 1750 and continuing into the twentieth century, 
music has been concerned with vertical structure on which a single mel- 
ody was hung, and, which melody was dependent on the effective move- 
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ment of blocks or chords for its life called homophony. The structural 
basis of this new concept was called tertian harmony, a system based on 
the interval of the third. Since 1900 this theory has become more and 
more confused because of I4 new" theories of harmonic structure, as we 
shall see later. 

The Triad 

A triad is the simplest chord in music, and it forms the basis of most 
of the music we know today. The triad results from the combining of 
two thirds a major triad consisting of a major and a minor third, a 
minor triad consisting of a minor and a major third and the}- are known 
as "three-note chords." The triads on C shown in Ex. 116 are major and 
minor respectively, their distinguishing feature being the middle note for 
which they are named, 

Ex. 116. 
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Major and minor triads are classified as consonant, since their intervals 
are consonant; all other triads, then, are dissonant (see consonance and 
dissonance, p. 79 and p. 93 f.). 

A fourth tone may be added to the triad which is not a new tone but 
the octave of the bottom tone (root) of the triad. 

Ex. 117. 
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These triads remain triads so long as the fourth note is the same as one 
of the notes in the triad. Further, the triad remains the same no mat- 
ter which tone is on the bottom, in the middle, or at the top. The C- 
major triads shown in Ex. 118 are all the same except for the fact that 
the notes are arranged differently, and are called root position, first in- 
version, and second inversion respectively. 
Ex. 118. 
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Statistically, in a study confined to diatonic harmony, Budge has shown 
that in the period of music literature between 1700 and 1785 which is 
based mainly on the major and minor scales, of the forty-four various 
chords counted, the tonic (I) chord with its inversions I 6 -IJ ranked first, 
fourth, and fifth respectively in order of frequency. 1 This fact empha- 
sizes the importance of the tonic triad as a fundamental factor of to- 
nality. Some "ultra" modern music tends to make us appreciate the tonic 
triad even more. 
As triads may be inverted, so may intervals (see p. 85 f.) thus: 



a unison becomes an octave 



Perfect "Prime Perfect Octave 

ri 

a second becomes a seventh 



Major Second ruin or ve*tk 
J^=- 

a third becomes a sixth 



Majo* Tltixi minor *ixtH 




a fourth becomes a fifth 

M _ 

Pexfeet FourtK Prf tct FiftK 



a fifth becomes a fourth 



a sixth becomes a third 



^ 



Major $i*Tk -minor tKlri 

a seventh becomes a second 




Major 5avtfn1h tninot 5coni 

rJ 

an octave becomes a unison 



Rekted Triads 

Like each of us who has family relationships, triads have certain other 
triads to which they are related soipe close, some distant On any of 
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the twelve tones within an octave it is possible to erect a major triad. 
Of the triads closely related to the tonic triad, we End the first and 
most important one to be that erected on the fifth tone of the scale 
the DOMINANT. Hence, if we construct a triad consisting of a major 
third and a minor third on G, it will be known as the dominant triad 
of the key of C. Becaose of the active tones b and d in this triad it 
demands resolution to a chord of greater consonance. The dominant 
triad, then, generates other chords and, consequently, is a tonality-de- 
termining factor in music. In the Budge study previously referred to, the 
dominant triad ranked third in order of frequency. 2 

Ex. 119. 



c d 

1 2, 

To-roie 



e | a 
a A & 6 
BOTH Inum 



ID c 
T & 

fctavfi 



A dominant exists for each of the twelve tones in the octave. It is 
possible to write music by using only the tonic and dominant, and many 
compositions have been written using these two triads. The triads use 
the Roman numeral I for the tonic and V for the dominant. In the 
simple harmonization shown in the following example observe how the 
I and V chord are outlined in the melody. 

Ex. 120. Schubert, Franz: Wohin? (Whither?), Op. 25, No. 2 
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It can be seen from the preceding scale that the dominant tone from 
F is C. Therefore, F becomes the second most important tone from C 
which makes the tone C closely related to both G and F. The relation- 
ship may be represented as an equation G:C = C:F and stands in the 
family as brother and sister. 
Ex. 121. 



"Toic 



The SUBDOMINANT is so-called because it is a fifth below the tonic. 
This chord is not as strong in function as the dominant because it 
creates less tension, which fact may be observed by alternately playing 
the dominant to tonic, and subdominant to tonic, as: 

Ex. 122. 



*i 



ic i 33: x 

Dominant Tonic Sufc-iomimatit Tonic 

Notice in (a) that G is common to both chords, while in (b), C is the 
common tone in each chord. This, then, makes F related to G once re- 
moved which makes it have less "pulF or attraction for the tonic prin- 
cipally because the element of dissonance is less. 

Remember, too, that every tone of the scale is a dominant or sub- 
dominant of some other tone. This fact plays an important part in the 
principle of modulation (see p. 107ff.). 

Many compositions have been written which use only I IV V chords. 
It should be remembered that these chords occur in all major keys and, 
of course, have the same functional use. Practice in writing and playing 
these chords would be to the listener's advantage at this point. Recog- 
nizing them by ear is just as important as recognizing them by sight. 
The notes marked (x) are nonharmonic tones and will be discussed later. 
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Ex. 123. Irish Air: Wearing of the Green 
L 04 
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The chord marked (*) Is a seventh chord (see p. 102). 

If we erect two minor thirds on a root, we have what is known as a 
DIMINISHED TRIAD. It derives its name from the fact that the triad thus 
formed will contain a small fifth (b-f) which is itself a diminished in- 
terval, It is a dissonant triad and, like the dominant., is a chord of mo- 
tion, creating tension, and requiring resolution. 

Ex. 124. Diminished Triad 



mmiidslitl 



If we erect a triad on every tone of the major scale we find the fol- 
lowing triads with their number, name, and quality. 
Ex. 125. 
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Three diflEerent kinds of triads, each with a specific quality, appear in 
the example just shown. There is still one other kind which results from 
erecting two major thirds on the root. It is an AUGMENTED TRIAD, tak- 
ing its name from the large fifth (c-gf) an augmented interval. Like 
the diminished triad, it too is classified as dissonant 
Ex. 126. Augmented Triad 
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As we erected major, minor, and diminished triads on the several tones 
of a major scale as shown, so we can erect major, minor, diminished, 
and augmented triads on the several tones of a MINOR scale. In com- 
paring the quality of the triads in Ex. 127 with those shown in Ex. 125, 
you will observe that the chords once major have become minor I and 
IV, while V remains major in both modes (see Ex. 127); VI becomes 
major in the minor mode, III becomes augmented, while II and VII 
are diminished in the minor mode. 

Ex. 127. 




x 

TaVtt S*pe$*lfc We&rf SuvJSii^^ Tonic 

miwor iimk/nlsW Mojo* tnitia* t*i*a* wlwo* Major miito* 



* 1 

major diminis'Kti 

The same tondity is inherent in both the scales the key signature re- 
mains the same, only the mode is changed. 

Though the minor scale uses the same key signature signs at the be- 
ginning of a composition of the major scale beginning on the third de- 
gree of the minor, it fails to make provision through the key signature 
for the seventh degree (leading tone) to remain in the usual half-step 
relationship to the tonic. Hence, it is necessary to alter the seventh de- 
gree by an accidental in order to preserve the relationship of the sev- 
enth degree to the tonic (see accidental [#]), thus creating the harmonic 
form of the minor scale (see p. 87 L). Thus, the V chord remains major 
in both modes. 

Major and minor scales having the same key note or letter name are 
called parallel; major and minor scales having the same key signature 
are called relative; thus: 



\.jfJr*** 


Paralkl 


Parallel 


VLajoT 
U no sharps 
flats in 
signature 


or C 3 flats in 
signature 


C no sharps or 
flats in 
signature 




a no sharps or 
flats in 
signature 


C no sharps or 
iats ie 
signature 
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Let us observe the structure and compare the quality of the triads on 
the root C in this example: 
Ex. 128. 



m 



Httjoaf 



Minor Bimiiisiicd Augment 



It should be noted that the quality of any triad can be changed merely 
by the addition or the subtraction of accidentals. 

The next three examples are parts of two songs and a chorale. See 
if you can name the different kinds of chords in each. 

Ex. 129. Old English Melody: Greensteeves 



i 



^ 



rr 



s 



Ex. 130. Foster, Stephen Collins: Jeanie with the Light Brown Hair 
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The notes marked (x) are nonharmonic tones and will be discussed later. 
Ex, 131. Bach: Herr Jesu Christ, du hochstes Gut 




The notes marked (x) are nonharmonic tones and will be discussed later. 
For purposes of analysis, Roman numerals are used to identify each 
chord. Chords tend to progress in the following order: 



rare rare 

,-U. 4 

III to or to or to or to I Key Center 
VI II V 
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the the fit best and seem to be more 

**at 

The is a of four which results when we 

on a This combination of intervals creates a 

of a root a third, a fifth, and a seventh, the chord 

its the latter interval The seventh chord sounds 

and is one of the kinds of chords which helps to give 

to by creating tension or pull. This tension 

us feel the seventh chord must be resolved to a chord of 

The seventh chord plays a very* important part in 

a of tonality. The chord shown next is a dominant 

its of resolution. In the Budge study (op. eft.) the 

V 7 only to the tonic in order of frequency, 

Ex. 132. 




Ex. 133. Wagner: Tannhauser, Act III, "Pilgrims' Chorus' 
A3 J|j"^ -1 I J J 
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The notes marked (x) are nonharmonic tones and will be discussed later. 

A seventh chord can be created on any degree of the scale by observ- 
ing the definition of a seventh chord given here. This chord, while used 
sparingly in the seventeenth century, is used extensively in the music of 
the eighteenth, nineteenth, and twentieth centuries. Other types of sev- 
enth chords are shown herewith. 

Ex. 134. 



\i 'i ri h 



If we add another thind to the seventh chord, we have a ninth; an- 
other added third would give an eleventh chord. Add another third to 
the eleventh chord and a thirteenth chord results. Each of the three 
cfeofds fakes its name from the outside interval. We can also build these 
chords on every degree of the scale and invert them just as we can 
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triads. The ninth, eleventh, and chords are much more dis- 

sonant and complex than the seventh chords. As triads can be written 
in major and minor tonalities, so can sevenths, ninths, elevenths, and 
thirteenths. The ninth chord gained greater use in the nineteenth and 
twentieth centuries, while the elevenths and thirteenths "belong to the 
twentieth century. In the fifteenth chord shown, it will be observed that 
the top tone repeats Its root. Obviously, then, the limit for the addi- 
tion of thirds has been reached in the V 11 *. 
Ex. 135. 




We can see from these examples how the constant addition of disso- 
nant partials of the harmonic series has been utilized, which use has 
made our "new" music more and more dissonant. 

Ex. 136. Franclc, Cesar: Somia in A major, First Movement, Theme 1 
(for Violin and Piano) 

(Reproduced with permission of the publisher, C. F. Peters Corporation, 373 Park Avenue 
South, New York 16, N. Y., who published the complete Sonata under Peters Edition 

3742. Edited by Maxim Jacobsen.) 




Note the dissonant effect created by the use of the ninth chord in the 
preceding example. In four-voice writing, the fifth is omitted, and the 
chord usually occurs in root position. 
Ex. 137. Debussy: Arabesque No. 1 in E 

(Permission for reprint granted byDurand & Cie, Paris, France, copyright owners; Elkan- 
Vogel Co., Inc., Philadelphia 3, Fa., agent) 
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Ex 138. et 



far by C* Cie, Paris, France, Elkan- 

Co., Inc., 3, ?* 




Noziharmoiiic Tones 

are in any voice as embellishments and which are 

the harmony are called nonhrnnonic tones. These tones are used 

to movement to music. They are of several types. 

f TONES, These are nonharmonic tones that pass between two 

Passing may be used singly or in thirds or sixths. 

Ex. 139. 




Ex, 140, Bach; Mack's mil mir y Gott 
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X X 



- This is a nonharmonic tone that is delayed in its resolu- 
tion, thus frolanging tie dissoiiant effect 
Ex ML ' 
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Ex. 142. Bach: Wie schon leuchtet der Morgenstern 
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APPOGGIATURA. The movement of a dissonant tone to its note of reso- 
lution without previous preparation is called an appoggiatura. 
Ex. 143. 



^tfLfed^ 







Ex. 144. Tschaikowsky: Piano Concerto in B-Flat minor, First Move- 
ment 

M 

HBd 




NEIGHBORING TONE. This is a type of passing tone which does not 
pass but returns to the harmonic tone which it left. 
Ex. 145. 



Ex. 146. Bach: Herr Gait, dich loben die mr 
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The fx) is the of tie V 7 , The nonharmonic 

(*) Is an 
ANTICIPATION. This of Is created when a tone of the 

is its time. 

Ex. 147. 







Ex. 148. Bach: Werde munier f mein Gemiite 




. The echdpfMe (escape tone) is a nonharraonic tone which 
mows a^^nding from a chord tone and leaves the chord tone 

by a lop downward to the next harmonic tone. 

Ex. 149. 
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Ex. 150. Bach: Acli Gott, we manches Herzeldd 




POINT. This dissonance results from tie holding of a tone 
tfasoogb a succession of chord changes* The pedal^ which b^ins and 
as a choid ione^ is usealy on tlie tonic^ siibdomiBant, or dona- 
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nant note of the key. It is usually found in the bass, and is more 

often in instrumental music than in vocal music. 
Ex 151. 
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Ex. 152. Bach: Well-Tempered Clavier, Vol. I, "Fugue XX," Coda 




MODULATION. In music, the movement toward and the establishment 
of a new tonality is called modulation. By modulation, a new key level 
is attained, which device gives greater variety of harmonic color to a 
composition. Modulation may be achieved by several means. 

Common Chord. By this means modulation is achieved through a chord 
which is common to both keys. The movement may be from major to 
major, major to relative or parallel minor, minor to minor, or relative or 
parallel minor to major, depending on the chord selected as the common 
chord. Because of our system of tuning equal temperament it is possible 
to modulate through the twelve keys from C and arrive again at the key 
of C. This is achieved by the use of common chords. This movement of 
chords is shown by the use of a Circle of Fifths, The next example shows 
a common (jmot) chord modulation. This type may also be caled a 
diatonic modulation. (See next 
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Ex. 153. Mozart; No. 3, K. 397, "Allegretto" 
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Enharmonic Change. An example of this type of modulation is shown 
(Ex. 154) at the point marled "x/* The black note represent the en- 
haimoiiie change. The notes 'Contained in this chord are called enhar- 
momc eqtmdent8--&e same sound with different spelling of the chords. 

EC. 
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of fccMi^ or ehonk' out- 
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alter by accidentalssharp, flat, or natural signs one or more tones of a 
chord in order to get into a new ley. The following example is one of the 

more common ways of modulating by chromatic alteration. Notice also the 
chromaticism in the melodic line. 
Ex. 155. Chopin: Mazurka, Op. 6S 7 No. 4 (Posthumous) 




3 i f i 






AT T I I* 

The listener should realize that other types of altered chords may be 
used in the course of a composition. The Neapolitan Sixth (Ex. 156) 
is to make us aware of the fact that these chords exist largely for the 
purpose of modulation. The N6 is usually found in the irst inversion. 
Ex. 156. Beethoven: Sonata, Op. 14, No. 1, "Rondo" 




The material presented in this Unit contains the essential ingredients 
of what may be termed conventional harmony. Its structure is a com- 
posite of (1) consonance and dissonance, (2) chords and related chords, 
(3) sevenths and altered chords, (4) ninth, thirteenth, and fifteenth chords, 
(5) nonharaionic tones, and (6) modulation. The listener would do well 
to spend considerable time in the study of the foregoing material and 
in listening to the records listed for this Unit in Appendix V before pro- 
ceeding to the greater complexities of the next Unit. 




Mew Tonal Concepts 



Over the several centuries, oor harmonic system has been based on 
a concept of tonality which operates on the premise that tones tend to 
revolve around a key center. Since I9QG this philosophy has been over- 
thrown by the rejection of this harmonic system in general and the es- 
tablished of consonance and dissonance. Ernst Toch has this to say: 

In order to discuss these terms [consonance and dissonance], we must first 
pit their popular connotations of 'beautiful' and "ugly/ The identi- 

fication of the "dissonance* with 'cacophony 7 or, for that matter, with any 
aesthetic consideration whatsoever does not touch the technical significance 
of the term. Nor does the wholesale rejection of contemporary music of any 
because of its "dissonances* differ in any way from the wholesale re- 
fection of any innovation in any field of art or science before its general ac- 
ceptance. 

So let us disregard any aesthetic considerations and approach the question 
from a purely technical viewpoint. 

Dissonance can exist only if and where there exists consonance. The two 
terns are interconditioned as are big and small, light and dark, warm and 
cold. All these antagonistic concepts which suggest diametrical contests, are 
quite useful indeed as handy communication symbols of our everyday lan- 
guage. In reality, however, the terms of each pair are only different grada- 
tions of tire same qiiality, or idea, or phenomenon. Physics does not know 
wamtness and coldness,, but just Tieat/ which covers the whole range from 
the lowest measurable or conceivable temperature ("degree of heaf ) to the 
highest. A certain definite temperature^ felt as a chill if suddenly occurring 
in the tropics* wil be felt as real heat in the arctic regions. Man is a huge 
giant as against the miaobe 7 yet himself a microbe in the face of a glacier. 
Between these two arbitrarily selected sizes are innumerable others, fling 
progressively by in an endless row. In the light of light there are countless 
shades of shade, At what point does dark, the small, the cold cease and the 
the foigr tfce wann begin? * 



Has statement, which was quoted at some length^ represents in es- 
sence the fiuoxkiag of siicfci theorists and cx>mposers wbo, in more receat 

love Imtiodfaced us to a teraiOBlq system distiegnfeliecl 'by aq al> 
' ' 110 , : 
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sence of tonality and replete with dissonance (see atondity, p. 112 ff. and 
polytondity, p. IHf.). The listener is encouraged to keep an open mind 
and, after sufficient listening, to let his ear tell him what to accept, for 
the ear is the final judge and jury of what it will accept as beautiful and 
psychologically agreeable and satisfying. The psychology of music and 
aesthetics will not be violated if we accept "ultra" modern music on its 
ow f n standards rather than by the old. However, it is likely that the fore- 
going statement refers to the element of taste rather than to a change 
in the psychological and aesthetic aspects of consonance and dissonance. 
We have discussed the use of chromaticism melodically and harmoni- 
cally. While the chief function was to add more melodic and harmonic 
color, it did, at the same time, hasten the breakdown of tonality. This 
collapse became apparent with the advent of Debussy's whole-tone scale 
(see p. 90 f .) which established the aesthetic principle called impression- 
ism, Also 7 modality & reversion to the church modes of the Middle Ages 
and the Renaissance again interested the composer. We need, now, to 
become familiar with these new styles not only because they exemplify 
new trends in tonal construction, but because they represent the music 
of our time, 

The "Mystic Chord" 

Scriabin was another innovator of the twentieth-century impressionism 
of whom we should speak briefly. Instead of chords built on thirds, as 
in the case of Debussy, Scriabin evolved a six-note chord built of fourths 
(which is the reason for including it under the heading of new music) 
called the "mystic chord." Up to now our harmonic structure has been 
built on the interval of the third tertian harmony. Now we find a com- 
pletely new idea. A scale built on C w r ould look like the following: 

Ex.' 157. 

k^ I 



The "mystic chord" which would result from such a scale is shown below: 
Ex. 158. 



If the listener will refer to the harmonic series shown on page 93, he will 
see that the scale and the chord derive from the partials beginning with 
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& and 14. If we the of this chord 

the op, we an fourth, a diminished fourth, 

an a and a perfect fourth. This Is a 

new of and the practice it by itself 

he to it other sounds. In the 

the is in the measure marked 
"x." 

Ex, 159. Scriabin: Vdise, Op. 47 

by of Tftf Boston Mumc Company, Boston 16, Mass., 



.Jl , J>. c 


L - 


,,rj>jyj>,j. = 


w-A 1 


, 


fr ' "*fH 


!L; 


n^ 


j = 






* I 




\ * 






^. ^ , 


f h\. , 


, 


uS'irj'''.--.'*''.--'] 






iq 


F^H^ 





The of this chord Is b-flat-e-a-flat-d-g-c. In this chord, dis- 

sonanceor a wider conception of consonance is its essence which, in 
tern, to obliterate a feeling of a tonal center to which we have 

conditioned over the years. 

Atonallty 

the time that Stravinsky was breaking with the chromati- 

of the late nineteenth century, an even stronger and more radical 
revolt was taking place in Europe in the person of Arnold Schoenberg, 
aesthetic principles may be summed up in the word expression- 
ism. The expressionist school led by Schoenberg, whose most noted dis- 
were Alban Berg, Anton von Webem, and Ernst Kfenek, did not 
accept the realism of Debussy aad his followers, but promoted the aes- 
principle of subjectivism. That is y an attempt at a psychological 
approach one might ray to create in music an "impression" of an "im- 
pression." Heoce^ this music becomes abstract and introverted, and pro- 
duces music which throws tradition to the winds by employing an ex- 
complex and discordant totee with disjointed melodic lines and 
facias. Tbe vehicle for the development of Sctioeaberg's style was the 
torn mw. 

The tone RW, soineliDaes caBed the twelve-tone technique:, is really 

not a at all but an arbitrary arrangement of the twelve tones from 

the eliOTiafie scale dtiodeeeple scale. The taae& may be used in aey 

order as Hiafemi from whielj to consbotict a melodic (?) and harmonic 

AH 1 fceys aai '.key oeobeis "are ai>andonoi' wi tike melodic line 
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and consequently the which results destroys any 

of tonality. The music, is said to be atonal 

Here is a prearranged set of tones from the chromatic which 

forms the basis of a composition; 

Ex, 160. Kfeoek, Ernst: Twelve Pieces, Op. 83 

(Copyright, 1939, by G, Schimer, Inc., New York I", N. Y. Reprinted by permission.} 

Original form = O (twelve-tone on which the following 

pieces are basedj 

sy o ' - ' . . . ^-^r^^^^r^^^^z^ii: 

Inverted form of O = ! (obtained by changing ascending intervals 
to equivalent descending ones and vice versa) 






Retrograde form of O = R (obtained by proceeding from the 
last tone to the first) 

Inverted form of R = RI (obtained from R by the same procedure 
as I from O 7 or reading 1 backward) 



b and | are used equivalently. 

The different forms of the series are used in building the twelve pieces 

according to the following scheme: 

L O Dancing Toys 7. O + Rl-Streamliner 

2. I Peaceful Mood 8. I + R doss Figures 

^ R_ Wdhng on a Stormy Day 9.1 + RI~-The Sdffing Boat, 

4. RI The Moon Rises Reflected in the Pond 

5. O + I-Littfe Chessmen 10. O + R + RL-On tte Higft 

6. O + R A Boat, Slowly Sailing Mountains 

11. O + I + R Bdls in the Fog 
12. O + I + R + Rl-Indian-Summer Day 

Tfce use of the tone row demands a constant restatement in its original 
form, oir in various modificafioii$ 7 whicli may be accomplished by inver- 
upside dovm, retro^ade motion read backward, retrograde 
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and or by to any of 

tic Thus, a row be in as many as forty- 

ways. 

In the the use of the row Is readily seen. The tone 

has for convenience. 

Ex. 161. Suite, Op. 2\ "Menudf 

i Universal 1925. Mrs. Gertrude? Sc/icenbfrg, owner in U.S.A. 

t'swf &y 




Atonal music has been described as eye music rather than ear music, 
and as harmony out of control. In musical aesthetics the ear most al- 
ways be the judge and jury rather than the science of mathematics. 
Perhaps evolution is more to be desired than revolution. 

Polytonaity 

The device of Eeoclassicism is polytonality, the vehicle is contrapuntal 
tatuxe. NeoclassicBin had for its purpose the rejection of romanticism 
and impressionism, aad represented an even more radical approach to 
than that of Debussy. 

The term neoclassicism literally means new clamc, and infers the im- 
position of modern harmonic devices on forms of the eighteenth cen- 
ttiif* or fonns of still earlier periods. In short, a rediscovery of Bach of 
whose style contrapuntal totee is the essence. Though Femicio Busoni 
was tike father of neoclas&tism, it was Stravinsky who made this aes- 
thetic felt round the world. Paul Hindemith and Darius Milhaed, among 
otieE% have embraced this movement. 

Polytraalitya term used to designate the simultaneous use of mose 
than two keys, but BOW used to cover bitonality as well is laigely tie 
onnbtaing of the traditional tonal material lusted of writing in one 
I0iialty at a 'time for exaraple, the fcey. of C composes combined two 
faoafitie^ or eraa three, in a exposition. Thus we might find, in a 
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piano composition, the key of A-flat In the left the key of D 

in the hand. Of course, by striking these two it may- 

be readily that the of this technique Is dissonance, wherein 

a feeling of tonic (key center) is obscured. However, consonance in the 
traditional sense is to be found in part. 

Nowhere is there a better example of the technique of polytonality 
than in Stravinsky's Petrouchka, where the key of F-sharp Is super- 

imposed on the key of C. Laid out side by side two keys have a 

familiar look. 

Key of C c defgabcdef 
Key of FK- fcf gi afb cj d e| ff 

You will notice that the chromatic scale is formed when these two keys 
are combined. Compare this with the tone row. 

Ex. 162. Stravinsky: Petrouchka, Tableau 2, 4 'Chez Petrouchka" 

{Copyright by Edition Rime de Musigue, Revised version copyright 1947 f 19*1 8, by 
Boosey 6 Hawkes, Inc., New 'York 19, N. Y. Used by permission, ) 







Pan-dfetonicism 

Literally the word means all or everything diatonic. Like polytonality f 
pan-diatonicism is a "fellow traveler" in the aeoclassic movement. In 
this style the diatonic scale again comes into its own as tonal material. 
The essence of this method is the unrestricted use of the several tones 
of the diatonic scale in its pore form, that is, without chromatic altera- 
tion. Major keys are the favored mode with the "simpler" keys being 
given the preference to avoid the excessive piling up of sharps and flats. 

In Ex. 163, it will be observed that the tonic of the key of F is used 
against its dominant. Let us lay these two keys side by side and see how 
they look together. 



Key of F f gaW>cdefgaW c 
Key of C cdefga be 

Hare no chromaticism actually exists, bet dissonance still prevails though, 
perhaps, to a lesser degree. 

It fe readily seen here, when compared with the two keys used in the 
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thai the are the of pan-dla- 

tonicism. 

Ex. 163. for Two First Movement 

1945, fcy Inc., New Tori 36, N. Y. 

By 




NEW TONAL HORIZONS 

As atonaliiy with its use of the chromatic scale broke down traditional 
harmony and tonality^ so the use of mlcrotones intervals smaller than 
the half such as the quarter tone, the sixth tone* the eighth tone, 
and the sixteenth tonemay eventually do away with the principle of 
atonality. Already there have been several pianos constructed on the prin- 
ciple of quarter tones, and some music has been written utilizing this 
system. In this "new** music, the quarter tones are evenly distributed 
throughout the octave. This,, of course, opens up new harmonic and 
melodic ields for the use of dissonance (or consonance, depending on 
your viewpoint). We need only to examine the music of the early Greeks 
(quarter tone) and Hindus (siaaier intervals) to ind that microtones 
have been used before. Is it that we rediscover old ideas and practices 
to be wed m a new way? Certainly the world, peoples, and cultures 
mwe in cycles. Will the cycle be complete when we adopt the micro- 
tone system? 'Or wil there still !>e new roads to conquer? 

Tie Hlsdeaiitlt Theocy 

HindsOTiithy in Ms Gqft of Muaoai Com^oafwm y bases his theory on 

a system of twelve tones selected from tie overtone series. The twelve 
tones, chosen -ty HffldesEo&h are ,c* &> 4 e^ e, 4 & ^ ^ H K ^ whHi 
te'Kfe 'down; 1 according to xfbat he calk *%oasia& f in tibd, folowiag or- 
"dor: '< y f^, 4, e' : eJv; -& f '4 1 ^* *> '&> 'CoiRpare' tihis mxs wftii ibat . of 
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as on 114* Hindemith's intervals are com- 

according to relative strength: octave, fifth, 

fourth, major third, minor sixth, minor third, sixth, major second, 

minor seventh, minor second, and major seventh. Any one of the twelve 
tones of the can a center. As Scriabin's "mystic 

chord" contains the tri tonean fourth or diminished fifth 

so Hindemith the tritone to make the movement of chords con- 
vincing. Hindemith includes a in which he has classiied all the 
ultramodemistic chords as well as those of traditional harmony. He is 
one of the leading protagonists of neockssicism. His style Is smooth, 
clear, logical, and scholarly. Hindemith has been a leader in a movement 
which has been called Gebrauchsmusik social or practical music for am- 
ateurs. Simplicity was the watchword for this music, aimed primarily at 
youth rather than the concert hall. We may see today the results of this 
"youth movement' 7 in such works as Hindemith's Let Us Build d City, 
a cantata; Kurt WeilFs Down in the Volley, a one-act opera; and Ben- 
jamin Britten's Let Us Make an Opera. 

The Schillinger System 

We mention briefly here the Schillinger System of Musical Composi- 
tion which is an application of the science of mathematics to music. 
This system only carries to an extreme the principles of certain mechan- 
ical compositional devices long used by composers^ i.e., augmentation (see 
p. 170), diminution (see p. 170), strict imitation (see p. 80 f.), etc. Com- 
posers have always applied mathematical concepts to a limited area of 
composition, whereas Schillinger applies them to the whole process. By 
choosing certain "formulas" the composer is able to write in any style, 
new or old, which uses our present materials. So far, the System has 
been used by arrangers and composers who are expected to turn out ar- 
rangements and compositions on a production basis for the music in- 
dustry and films. In these fields the System has had wide acceptance. 
In fact, it has become a necessity. Whether the serious composer will 
ever embrace the System remains to be seen. 

The Scltenker System of Analysis 

In the yeais prior to his death in 1935, Heinrich Schenker evolved a 
system of analysis based on the premise that tonality (see p. 86 ff.) is 
lie expression of but a single key. Obviously, then, this premise rules 
out the principle of modulation (see p. 107 ff.) as found in the tradi- 
tional textbooks on theory and analysis. Schenker's system analyzes 
woold-be modulations as belonging to die fundamental tonal (Miter. 
In 'fie %bt of this, certain chords and chord structures are given new 
labels, emphasis, function, and direction. While Schenker's premise was 



118 Musical Elements 

to and music, it has been shown 

that it not be to the of 

Instruments* 

Up the century that "modem" electrical 

a of producing music, musical 

was by or by air pressure. En- 

had to be by the performer in order to set the sound 

In were carried to the ear through the me- 

of the air. Today it is not only possible to amplify musical sound 
but it is to it by means of electrical impulses. The suc- 

cess of is due largely to an ingenious little de- 

vice tie tube, which not only made the radio and later 

the but other electrical methods of producing and 

will be described briefly- 1 

The of electronics has been applied to such instruments as the 

string instrumentsviolin, viola, violoncello, and dou- 
ble and to fretted string instruments as banjos, mandolins, 
and guitars more notable the steel guitar, which is used extensively in 
orchestras* In order to adapt these instruments for the electrical 
production and reproduction of musical sound, some modification in me- 
construction has been necessary. For example, the soundboard 
is in the piano, and the bowed and fretted string instruments 
a simpliied body structure. In each case, these deiciencies have 
up by means of a pickup and amplifying system. In the elec- 
tronic instruments named, the musical sound which is created by the vi- 
brating strings is converted into electrical impulses by means of a pickup 
system, through wires to the ampliier which increases their strength, 
which then sends these impulses on to the loud-$|>eaker ? which again 
converts them Into sound waves for our ears to hear. 

In the of the electronic organ> musical sound is produced by 

either wind-blown needs, mechanical energy, or by means of electrically 
generated frequencies (see p. 123), In the former, the musical sound is 
conv cited into electrical impulses by means of a pickup from the vibrat- 
ing which have been activated by air pressure supplied by a fan 
Is the instalment^ and transferred into electrical energy, amplified,, and 
on to a lood-speaker which in turn completes the cycle by convert- 
ing the 'amplffied impute to sound waves again, 
''The second type of electronic organ generate sound from electrical 

* Tkh and otter sublets IB this Unit slmflaiiy madceel with the asterisk (*) may be 
omitted if iesiiecl. 

f For a mote debuted disctissioii, Hie Ssfcoer is ief ened to tlie books on this sub- 
ject in Append II and Appeodfcc III. 
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Impulses. Here, the Is from a series of ninety-one anuiH 

motor-driven discs which alternating current: at frequencies 

which correspond to those of the tempered scale /see p. 261 1. 

We not discuss electronic wind instruments since they arc still 

in the experimental stage. 

The soond of bells weighing many tons may now be reproduced by 
a device called the electronic carillon. With this instrument, bell sounds 
are produced by two methods: (1) by a set of coiled rods or (2s 

by loosely suspended lengths of piano wire. In either case, the carillon 
is played by means of a keyboard which controls electrically operated 
strikers. An amplifying system with volume controls completes the unit. 

Electronics has also been applied to another percussion instrument. 
The soond of the chromatic timpani resembles favorably that of the con- 
ventional drum. In reality, it is thirteen drums in one ? since its thirteen 
bass viol strings may be sounded at the same time. These strings are 
stretched over a rectangular frame and are tuned in half steps. Played 
in the conventional manner^ the vibrations of the strings are picked up, 
amplified, and sent on to the loud-speaker. 

We need only mention here two other applications of electrical sci- 
ence to music: (1) the theremina space-controlled instrument and (2) 
the photoelectric process which is employed in the sound track of modern 
motion-picture film. 

Music from Electronic Tape* 

The introduction of the tape recorder to the musical scene has given 
the musician-composer-experimenter a new medium for musical expres- 
sion. The earliest experimentation in composing with tape recorders was 
done in Paris. In 1948 Pierre Schaeffer brought to the public, through 
Radiodiffusion Frangaise, the premiere demonstration of music for tape 
recorder in a program called "Concert Noises" in which sounds of the 
railroad (Etude awe Chemins de Per), the kettle (Aux Casseroles), and 
the beat of the heart (Aux Tourniquets) were individual numbers. 

Mime Concrete is a type of music for tape of which such French com- 
posers as Pierre Boulez, Pierre Henry, and Olivier Messiaen are propo- 
nents. In this music, ideas are superimposed on already existing sounds. 
For these men, the source of sound is not an important facto; it has 
only to be sonorous and rhythmically interesting. Music, speech, or more 
unusual sounds are their materials. 

Two groups of composers have emerged in this country as protago- 
nists of tape music. One group, composed of John Cage, David Tudor, 
and Morton Feldman, et d., have catalogued a wide variety of sounds 
from which they select appropriate items according to a set of complex 

*See footnote, page 118. 
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principles in the of Change, 1 -Ching. 

and of is by chance, without 

aim or provides their 

the of in form. Cage has as 

as five in composition. 

In Otto Luening and Vladimir Ussachevsky, 

at University, produced music for recorder 

and Variations for Tape Recorder and Or- 

the by the Louisville Philhar- 

monic Orchestra. These two have the distinction of being the first 

to have music performed in the United States. 

In for tape, Luening and Ussachevsky utilize music 

its in conventional musical instruments. They believe that 

the of lies in time-tested compositional de- 

a of evolution have given shape, di- 

structure to music, Evidence of this is contained in soch 
as "acoustic relationships/' "acoustic harmony/' and "sonor- 
ity 

the and ideas may vary from group to group, the 

for projecting on tape is fundamentally the same. First ? 

the to be used for replaying or distortion are put on a strip of 

tape. A fantastic number of variants may be achieved from 

by electronic manipulation. By employing various speeds, any 

be or lowered several octaves by passing it over the 

hod. The frequencies used correspond to the audible 

of the human ear. Additional effects are achieved by: 

(1) the backward; (2) two or more tapes may be mixed for 

in texture and polyphonic texture, (3) sequential splicing of small 

of to create rhythmic patterns^ melodic lines,, and unrelated 

are combined; (4) electronic 'distortion; (5) modifying the tone 

color by of liters; and (6) the use of echo chambers. 

A completed composition will have inked the tapes of several recorders 
to a tape y which in him may be joined to others to produce a 

master tape. 

The future holds the answer to the success or failure of this medium 
of musical egression. The performer is eliminated since the merchan- 
dising wfll be direct from "factory -the -composer to consumer/' Dancers 
ied its rhythmic capabilities intriguing, and tape music may find a 
market in mdi f television, and motion pictures? 

Music from Automatic Ctaopiitm* 

A new method of composing has 'Hiade its appearance on the musical 
horizon. "Illiac/* a high-speed electronic digital computer normally mod 
*See footnote, page Ii8. 
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by scientists to solve highly problems, lias "composed," with 

the aid of two research workers. Miller and Leonard 

Isaacson, the Illiac Suite for String Quartet. This work is the result of 

a selection of numbers of musical by the 

machine. Random given the violins, viola, and cello. 

After the automatic computer the they were trans- 

scribed into musical notation, the completed composition was per- 
formed by a group of live musicians on the of the University of 
Illinois in August 1956. The musical experiments, represented by the 
movements of the suite, range from the simple to the highly complex. 5 

The Moving Finger writes; and, having writ, 
Moves on: nor all your Piety nor Wit 

Shall lure it "back to cancel half a Line 
Nor all your Tears wash out a Word of it. 

From The Rubdiydt of Omar Khayyam 



UNIT VII 




The Aspects 

of Music: Tone Color 



is in It is an essential factor in daily living. Color 

to the the use of reds, greens, purples, browns, pinks, black, 

and To the musician, color is something entirely different. 

Let us the phenomenon of color in music. 

The and Aesthetic Aspects of Color 

The as applied to music can have several different mean- 

Color applies to the quality or timbre of a tone of the same 
song by different kinds of voices or sounded by various musi- 
cal instruments. Bat before we examine the various vocal and instru- 
colors, we must first study some of the psychological and aesthetic 

of and tone. 

We live in a world of sound radio, phonograph, films, television, 

instruments, voices, sounds of nature, and industrial sounds but have you 

ever to consider what causes sound? The shaking or tremulous 

of the air or a speciic body is called vibration. Vibration causes 

sound. Sound produces a sensationz psychological factor 7 which in 

creates a feeling within us the aesthetic factor. Even though the 

which causes the sensation and resultant feeling produces no out- 

of response in the individual, we are, nonetheless, affected by it. 

It is relatively easy to analyze sound but much more difficult to analyze 

measure feeling. The first we can describe in objective terms, while 

the latter is entirely subjective. 

To provide the experience of sensation and feeling there must be (1) 
the vibrating object, (2) air or some medium to carry the vibration, and 
(3) the ear to receive the vibration. The ear in turn transforms the vibra- 
tions into sensation which the brain then identifies as sound and as a 
specific kind of sound. This specific sound may be one of two kinds. If 
the to-and-fro motion vibration is irregular, the resultant sound is 
noise as in hitting a table. If the to-and-fro movement is regular, the 

122 
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resultant sound is a musical tone. The scientific study of the physical 
properties of musical tone Is acoustics, the elementary of 

which we need to consider here. 

There are four attributes of musical lone; frequency, amplitude, timbre, 
and duration. This acoustical terminology may be reduced to the follow- 
ing easily understood terms: 

ACOUSTICAL TERMS PSYCHOLOGICAL TERMS 

Physical Sensation 

frequency pitch high or low tones 

amplitude intensity loud or soft tones volume 

timbre quality tone color of \oices or instru- 

ments 
duration time lasting quality of tones 

The relative highness and lowness of touts pitch is dependent on 
the numbei frequency of vibrations per second. The faster the vibra- 
tion, the higher the pitch of the tone; the slower the vibration, the lower 
the pitch of the tone. The ear is capable of receiving these vibrations In 
any quantity from about 20 to 20,000 per second. The relative loudness 
or softness of tonesamplitude, intensity, or volume is dependent on 
the distance the vibrating body moves in its to-and-fro motion. The 
greater the distance, the louder the tone; the shorter the distance, the 
softer the tone. It can be observed that amplitude has nothing to do 
with pitch by striking the key of the piano hard and then gently. The 
tone is loud and then soft, but in each case the pitch remains the same. 
The unit for measuring intensity is called a decibel. 

Duration may be described as the length of time it takes for a tone 
to fade out after being sounded. This is a very important factor in the 
rhythm of music because rhythm depends on the lasting quality of tones. 
The higher the tone, the sooner it fades. This is the reason that there 
are no dampers for the highest tones of the piano. 

Timbre quality, color is the one attribute of tone which makes it 
possible for us to distinguish between instruments and voices when they 
sound the same pitch. Few, if any, of us would be unable to distinguish 
between a tone sounded on a trumpet and the same note struck on the 
piano; nor do our ears have to be blessed with a great degree of sensitivity 
for us to distinguish between the color of two trumpets or two violins. 
You probably have observed that even though two automobiles of the 
same make which have come off the same assembly line will not have 
the same sound, or even operate exactly the same. So it is with all musical 
instruments or voices. In fact, the same instalment played by two dif- 
ferent people will have a somewhat different color depending on the 
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skill be for two painters of eqoal 

the to paint the scene. While the 

be the the and shadings would vary 

one to another. The aesthetic impact on the viewer, or 

in the of would also be different. 

in mEsic the psychological (sensation) or the aesthetic (feel- 
ing by impact is not very- great on the hearing of just 

one or art color. Rather, it is differences in pitch, loodness, 

duration, and color of one tone combined with the same attributes of 
which increase our feeling of pleasure or, perhaps, dis- 
pleasure. 

The Physical Aspects of Tone Color 

Have you ever wondered what it is that makes instruments or voices 
different? ITie color of an instrument or a voice is due to a num- 
ber of First, there is the matter of the overtone series, which we 
in the previaus Unit (see p. 93 f,). A physicist can show, 
by the use of resonators, that when a tightly stretched string is plucked, 
it is, at the same time, a combination of many sounds. He can also show, 
by the use of the same string, that it will vibrate in halves, thirds, fourths, 
fifths, etc., at the same time. When the string vibrates as a whole, it 
produces a tone which we call the fundamental or first partial. The name 
we give to the pitch, i>., C, D, IB-flat, etc., is the name of the funda- 
mental which is the loudest of the combination of tones we are hearing. 
The weaker tones produced beyond the fundamental are called partial, 
overtones, or kmnonics. Let us check on the physicist to see if this 
phenomenon is true. The presence of these partials can be shown simply 
by depressing and holding the following keys on the piano without strik- 
ing them: Q, c, g, c, e. Now, strike hard the first key, C, and you will 
hear that by sympathetic vibration the rest of the partials also sound. 
Cheek your own discovery now by holding down other keys and striking 
the C fundamental. Notice that there is no sympathetic vibration in the 
other string?. What does this prove? Simply that the strings do vibrate 
in 'Kgoieais which are the multiples of the fundamental. The same phe- 
nomenon can be shown to exist ID an open or closed pipe when a column 
of ait is forced into It The presence or the absence of partials in a string 
or pipe accounts for the color timbre or quality of a tone. A pure tone, 
o&e without paitials* can be produced only by an electronic device or a 
timing forL The more partials present in a tone, pie richer or more com- 
plex is that tone. Tie distinctive, color of an. iostcctt&ent or a voice, then, 
is dependent on the number and tie intensify of the partials present in 
each fundamental wMcb that Instilment or voice; is capable of sounding. 1 

TTie tone color of a sounding body is \fa$b& ; dependent OB the follow- 



The Acoustical Aspects of Music 125 

Ing factors: flj how the is produced struck, plucked, or by 

a forced column of air; (2) its and (?) the exerted 

on the sounding body by bowing, striking, plucking, or amount of ait 
pressure; (4) the length, thickness, of and elasticity of 

the sounding body; and (5) the kind of resonator employed to reinforce 
the tone. The tone color of instruments and voices is further affected 
by the natural structure of the listener's ear; foreign noises such as those 
produced by whatever means the vibrating body is set in motion bow, 
hammer, air, etc., and those in the area where the listening is taking 
place reverberation, squeaky seats, shuffling of feet, and so on. Tone 
color is also Influenced by temperature. We are never completely free 
of these foreign noises, consequently we cannot tell what true tone color 
actually is. Tone color, then, is a mixture of the fundamental the pres- 
ence or the absence of partials* and physically produced noise. The skilled 
performer reduces the noise element to a bare minimum which, of course, 
enhances the aesthetic experience of the listener. 

The importance of a good vibrato to the total effect of tone color is 
quite often underestimated by the performer and listener alike. Seashore 
defines the good vibrato as "a pulsation of pitch, usually accompanied 
with synchronous pulsations of loudness and timbre, of such extent and 
rate as to give a pleasing flexibility, tenderness, and richness to the tone/ 72 
In other words, there is a simultaneous deviation of pitch, loudness, and 
tone color. The average speed of a good vibrato is 6.5 times per second 
within the width of a semitone. Artistic singing requires the presence 
of the vibrato in the voice, and it exists on practically all tones employed 
by the singer. The good vibrato has become an essential for all performers 
of string and wind instruments. Soloists on string and some wind instru- 
ments have used the vibrato for years. Until recently the use of the 
vibrato has been limited to the string section of the orchestra. The time 
has arrived for the entire wind section of the orchestra to use the vibrato 
whether automatic or artificial. Not to use it will stamp the instrumental- 
ist as being incompetent. All pipe and electronic organs employ a tremu- 
lant stop to provide a mechanical vibrato which is actually a fluctuation 
of loudness rather than pitch. The voice, the only natural instrument^ has 
employed the vibrato for centuries, and the aesthetic appeal which a ine 
voice has is due in large part to a well developed vibrato. A fine voice 
is nnmatehed in emotional appeal, flexibility, and variety of tone color. 
So it is that string players imitate the voice vibrato by rocking the finger 
bad: and forth while pressing the string to the finge&oarcL We are able 
to listen with ease and pleasure rather than strain to the perf oimer with 
act evenly developed vibrato because it has an emotional impact OH us 
as HstqqeES. Tq fee correctly produced, the vocal vibiato must l>e invol- 
m&er than voluntary. The so-called vocal tremolo is a voluntary 
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co-ordination, and is gen- 

and ten per second. When the listener 

and the of the vibrato, it Is then a poor 

and Do not confuse a vibrato with 

a Tie is by the artist and listener, 

the is Neither a vibrato be confused with 

a trill Tie is to be the result of nervous and mos- 

The and vibrato has great psychological 

for the and performer in the expression of feeling 

of its life and warmth. Seashore says that 4i in cultivating the 

a feeling; try to cultivate the power to feel music 

genuinely/* 1 

VOCAL TONE COLOR 

Since primitive the voice has been the basic musical instrument. 

It still in that position, since more people, whether amateur or 

today than play instruments. More vocal literature than 
is in existence. There are more chorases in churches, schools, 
than orchestras or bands. Singing abounds on phono- 
records, television, and radio. Some study singing seriously while 
study for their own amazement. The voice teacher finds it exceed- 
to develop a voice, for it is a complex structure. The process 
be carried on largely through the ears of the teacher and those of 
the student, since the vocal apparatus of the student cannot be seen nor 
can it be taken apart to be examined and reassembled. The teacher has 
recourse only to demonstration, explanation, and word pictures. Voice 
teaching, then ? become a subjective rather than an objective thing. The 
voice student tries to imitate and translate the understanding of words 
into appropriate action. Yet, in spite of these difficulties, many learn to 
well, thanks to intelligence, talent, a voice of natural beauty, ex- 
leaching, and hours of practice. Voice teaching has not yet been 
subjected to scientific experimentation, and remains empirical dependent 
on experience or observation in its approach to the subject. It is 
not the pippose of this discussion to give the listener a method for learn- 
ing to but rather to give him information which will lead to better 
and appreciation of singing singer^ and teachers of sing- 

ing.* 

Lei m see how the voice is produced. First of all,, the voice must be 
thought of as a double-ieed wind instrument. This "double reed/* which 
we call tie vocd cor dfe, is situated near the top of the windpipe. The vocal 
cords are set in vibration by air pressure from the lungs and are the 
determinants of pitch. The cavitie$ throat, 111011% and head which lie 
above the vocal cords add resonance to the overtones. These oyertones ? 
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which we have previously discussed, are for the vowels and 

the tone color of the various classifications of voices. To improve the 
tone color, the number and intensity of the overtones must be increased. 
To do this the singer to "place" or "focus" the voice in the 

In doing so, he learns how to co-ordinate the lower-chest, upper-head 
registers, so that from his lowest to his highest tone the color will match. 
In addition to mastering the production of the vowel sounds, he must 
also master the consonants, especially those at the beginning and endings 
of words. 

Of the greatest importance is the way the singer controls his diaphragm, 
throat, tongue, lips, and jaw, and such other factors that have a bearing 
on tone production. 

Classification of Vocal Tone Color 

We have found out through our study that tone color is dependent on 
the action of the vocal cords, the resonatorsnumber and intensity of 
the overtones present and the vibrato. The classifying of a voice, then, 
is not based on its range, but rather its tone color. (Most scientists and 
vocal authorities will agree on this point.) 

It seems almost trite to say that there are two large classifications of 
voices, namely ? male and female. More important are the subclassifica- 
tions which are used to describe women's and men's voices. Though the 
range does not determine the kind of voice, it is, nevertheless, interesting 
to see how high and low the average singer in an organized choral group 
is expected to go. It must be remembered that the artist, operatic and 
concert, often exceeds these ranges. Men's voices are approximately an 
octave lower in pitch than women's voices, due to the longer length and 
size of the vocal cords. In both women's and men's voices the longer and 
larger the vocal cords, the lower the pitch and the darker the tone color. 

WOMEN'S VOICES* 

Ex. 164. Ranges for Choral Works 



-cmo Mttto Cft%txfllto 

MEN'S VOICES* 

Ex. 165. Ranges for Choral Works 



I"- I I ' 



Saratov Bass 

* For subjects marked with an asterisk, additional information of a technical nature 
is suppled in Appendix IV. 
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SEATING PLAN AND VOICE DISTRIBUTION FOR A CuoRrs OF 60 VOICES 





1-4 ; 






Basses-14 




! 1-12 


11-10 


1-7 


; Sopranos-20 




Altos-16 


II-S 


1-6 


II-9 




Tenors- 10 




'} 


II-4 





ORCHESTRAL TONE COLOR 

were used to double the voices, play the same 

part, was no music in existence written especially for in- 

Gradually this situation changed and instruments became more 
of the voices. The early instruments were crude in construe- 
and sound. Between 1600 and 1750 instrumental music achieved an 
with vocal music because of the composition of more music 
tor alone and in combination, the improvements made on 

the instruments themselves, and the improved technique of the players. 
Since 1750 instrumental music has surpassed vocal music in importance. 
However, no instrument is capable of the shadings of color or emo- 

of the human voice, and the orchestra as a whole, thrilling and 
as it is, is limited by this very fact. Composers have felt this inade- 
quacy have, from time to time, included various combinations of 
in their symphonic works. Like singing, variety of tone color is the 

of orchestral sound. 

Orchestras have not always been their present size. The early orchestra 
around 1700 was small in comparison to the large quantity and variety 
of instalments in a Richard Strauss score. The modern symphony or- 
chestra is the direct result of the want and need for greater variety of 
tone color. However, at the present time, composers seem to be reverting 
back to the small orchestra, perhaps for economic reasons. How far this 
farad will go remains to be seen. 

We brae already discussed the physical aspects of tone color in a gen- 
em! way- We need now to classify the instruments of the orchestra and 
to describe individually their physical^ mechanical^ and tonal character- 
istics. First of all, orchestral iastrameots are divided Mo four classifica- 
tion^ sfamg^ w^^wmd y brwSf ani pemtmm, each classification contain- 
ing several kinds of instiameitts (see Appendix IV). 'On page, 151 is a 
chart showing the four classification^ with the itstrtimmts of eaclt being 
grouped as thef would appear in an orchestral score. In addlticm, the chart 
shows the method by which iosbnamenfat! sound Is set in vibration, and 
whether or not a specific lostmnieiit somicls what 1 ' 1 tb player 
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the score. For example, if the trumpet In B-flat **C," he one 

whole step lower B-flat; likewise the horn in F a fifth lower than 

he reads. These and other instruments, then, are called transposing in- 
struments. A rule to is that any transposing instrument 
will sound the note which corresponds to the name of that instrument 
when asked to play a written "C." 

Classification of Instrumental Tone Color 

As in the case of voices, it is very difficult to describe the tone color 
of the various musical instruments with words. The records for this Unit 
listed in Appendix V provide their own description. There are, however, 
a few things which we need to say concerning specific instruments which 
will help you to understand them better. 

The physical aspects of tone color which we discussed on pages 124-126 
must be applied here specifically to the tone color of instruments. The 
listener is also reminded that as in voice, the distinctive color of an in- 
strument is further dependent on the number and the intensity of the 
partials present in each fundamental which that instrument is capable 
of sounding. 

To help you to visualize the placement of the instruments in an or- 
chestral score which may number thirty staves or morewe will again 
study them in the order in which they appear, reading from top to bot- 
tom. You will remember that we have already divided them into four 
classifications, namely, woodwinds, brasses, percussion, and strings. By 
referring to the chart you will see that the woodwinds, the brasses, and 
the strings represent a choir of soprano, alto, tenor, and bass voices. 
Though the harmony tends to be complete in each of these sections, it 
may be enlarged by the addition of other voices from other sections of 
the orchestra. 



CHART SHOWING A WIDELY USEB SEATING PLAN BY SYMPHONY 
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152 Musical Elements 

WOODWINDS* In the column of air in the 

pipe may be set in by air across an openingthe 

as in the case of the iute and the piccolo or by blowing 

the air a reed as in a clarinet, a saxophone, an oboe, or a bassoon. 

In the case of reed instruments, the reed vibrates in resonance with the 

of air in the pipe, thus reinforcing the tone. However, 

in the flute or the piccolo, the tone is created by the natural vibration 

of the column of air in the pipe. The pitch (frequency) of wood- 

may be changed by opening and closing the finger holes 

are in the Instrument By covering or opening these finger 

the player is able to lengthen or shorten the pipe. The same may 

also be accomplished by increasing the air pressure or by changing the 

of the lips and the tongue against the embouchure; this is called 

overblowing. In overblowing, one of the partials becomes so prominent 

that the fundamental drops out. Hence, the player can produce a com- 

scale from the lowest to the highest note of the instrument. 
In the eighteenth century (Haydn, Mozart, Beethoven) the woodwinds 
were of secondary 1 importance, but in the nineteenth century they as- 

a place of equal importance. 

BIASS iHOTRUMiN're* Wind. This family of instruments is so called 
they are made of brass or other metal. The sound in brass instru- 
ments is produced through pipes of varying lengths by means of cupped 
or ftinriel-shapid mouthpieces also made of metal. Remember that it is 
not only the material from which the instrument is made which gives it 
its distinctive tone color (see discussion of tone color, p. 128L). In the 
brass family, the lips serve as the reed and, thus, the vibrating source of 
sound. This vibration enters the instrument through the cupped mouth- 
piece, where the air column is set in vibration, amplifying the original lip 
vitiation aad giving the tone its distinctive color. In the brass family 
a laige number of overtones is utilized, the design of the mouthpiece hav- 
ing a great deal to do with the number of overtones present in a specific 
fandtenental The lips are capable of producing only a small number of 
natural tones, caled open tones* bet with the aid of valves, crooks, or 
slides* additional tones can be produced, making a complete chromatic 
scale a reality. All tie tones on a brass instrument sound through the 
bel. The tope color of bra instalments can be varied by the embouchure 
Ip and tongue technique. Because long lengths of tubing are required 
for trass fttsbrcmeofsy the tubing is coiled for ease in handling and play- 
ing. Two thirds of the length of lite French hotp and the taba is of 
conical bore and they omfclow, at fee , octave, while two thirds of the 
length of the trumpet and the feomlxM^ fe'of cylindrical bore and they 
also overblow at fee octave* , ." J. i ' 

* See footnote, fge 127. 
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Rate X-~Xfe Gmnfe 4 

organ 
* Jr. SiKSfclf,! inc.) 



: 4 manuals (keyboards); stops and 
o^endo pedals; foot pistons. (Courtesy, 



It has remarnqd for the twentieth centmy to give equal, if not first 

^ to tie tess iaeibaaaeots largely tkwigb increased technique in 
anai^eiife and the efforts of such symphonic stalwarts as Stra- 
'm& t Hlndteitli. It mmim, however, for the symphonic 
i ^ dev^.,tiKir tecbuqoe to the point of men in the dan(^ 

^Tfe toss IB the d^ce tend often soars to heights and 
w^^ilel/^iiifeoy.nMi are at praent incapable of 



gjoup of instamients shown in a 

fcstaiimits. Tfe .ferfy consists 
; are playpi % 'dft^ 1 stritog or sfaaldng feem fte 

^ cleinite pftcfe and 4^' 

percwsioii instalments 
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Hate XVI A Groxip afPifm m a Division of Hie Orgto, 51 Geoige*s Cbndi, New York 
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Plate XVI! An Inside View of a Grmd Fkrao, skewing: sound board, plate, strings, tening 
plus, f Courtesy ./EoKan American CcHpoiation.) 



aie 



rods, pktes, or bells, the upper paitials of which are 
iet that i% the tipper partiak are not an erai rnHltipIe of the 
and are,, thesefone^ out of IBM with the fundamental, anci 
it^ teaiiiig to crmte. noise. So- it is that the composer uses 
these 'instittnttnts witfe gs&A care. 

; : l3hie fttccaAm ia^trtanoats whfch have deiiiite pitch can be ns^ 
ax I pidcwic;i!i3taiaaoi|ts r 'tixsor pi^qaiy fijactioo., like tie rest of the instru- 
ments of the porctissiOB jprotip ia the orchestra, is that of marldng the 
dirjFcbaoDL Heooe^ ftcy are oftei called rhythm instrnmeafe. PeicESsion 
instruments aie also used for color eiect 

(Pips}, Pum* y AND HAM>. Th^ instmments are inserted here 
of ftdr position IB the orchestral score. The organ, the piano, 
and the harp are adequately discussed In Appendix IV. 
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STRINGS.* last, but by no means least, are the strings on the score 

page. The are the backbone of the symphony orchestra. Not only 

of their versatility, but because, from a psychological standpoint, 

the ear is more tolerant of string tone than it is of the brasses, wood- 

and percussion. This fact is true musically speaking and In the 

point of numbers. In a modem orchestra of one hundred players, over 

half are strings. 

In our earlier discussion in this Unit of the physical aspects of tone 
color, we learned about some of the acoustical properties of a vibrating 
string. Let us pursue the discussion still further. Not only is the tone color 
of instruments dependent on whether they are bowed, plucked, 

or struck, but the point at which this occurs affects the tone color. For 
example, if th string is bowed or plucked at its midpoint, the tone has 
a more hollow sound, If the performer wishes a brighter tone, he must 
play near the end of the string. So by playing near the bridge of the in- 
strument (ad ponticetto) he strengthens the higher harmonics, and by 
playing nearer the ingerboard (mil tctsto) the higher harmonics are wealc- 
eeed f causing the tone color to be less brilliant. You may have heard the 
sound that conies from a violin when played by the wood of the bow (col 
bgno). With this type of tewing the higher partials are strengthened, 
giving the instrument a "tinny* 1 sound. This is caused by the hardness 
of tihe wood and the fact that the wood of the bow is round, allowing 
only its point to touch the string. The same hard, metallic sound comes 
from a piano whose hammers need to be replaced, filed, or pricked with 
a special needle to soften them so that the tone will be more mellow. 

Tfae speed and pressure of the bow influence the tone color to the 
extent that, if the speed is too fast and the pressure too light, whistling 
harmonies are cimted. Too much pressure, without increasing the speed, 
tends to "squeeze" the tone from the string, giving it a raspy quality. 
Abo, the Hud of material used in the manufacture of strings influences 
the tone quality. In the case of a metal stringy the thinner it is the more 
brilliant fte tone^ because a tibia string will produce higher partials 
than a tMck one. Tfae neason is tihat.a thick string cannot divide into as 
many segment^ therefore cannot produce the higher harmonics. Like- 
wise* pit strings liave a .cpEefenf tone color from metal strings. 
Tone <xfcr o sfftJty^ is also influenced by the materials 

to pw wemrn&a& {m^im^meni} to the toae. Haw yon ever com- 
the tow <fsa!ity of ,'a 'spbet piano with that of a large upright or 
The ^fiaet'lai'a ?e^y small, thin sound !>ecaose tibe soundboard 
m tted fay :ieiiifotoe jftfe tone fe qeffe small, The upright has a largo: 
1 and 9ffiS' jpifcioclnees a tone of better siibsfeaace and body. laka- 
taoo' soitol^ewp belter tfep fig nprigfit 1 ; 'because of the 
attest. { ite;^MiBiik^fi(i. WI^ i; ili^^mfe erf tip vioie' family, 
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the shape and the thickness of the bridge has a bearing on their tone 
color. The of the wood in the belly of the instrument, the size, thick- 
ness, the arch of the soundboard, and the shape and size of the "f" holes 
have a bearing on the tone of the instrument. The position and 

thickness of the sound-post which is xed between the top and bottom 
of the body influences the tone color. If the sound-post is posi- 
tioned too far from the bridge, or if it is too thick, the tone will be less 
brilliant The bass-bar performs a dual purpose. It conducts the vibrations 
to the entire belly of the instrument and reinforces it to allow for the 
pressure on the caused by the tension of the strings. 

^ When a "wolfnote" the coincidence of a certain pitch with a strong 
vibration form in the belly of the instrument occurs, and all stringed 
instruments have them to a greater or lesser degree, it has been found that 
the fault lies in the design of the instrument 

The Orchestra-Its Growth 

in the little more than three hundred years from c. 1600 to the pres- 
ent, the orchestra has grown from one of meager size and tonal resources 
to one of proportion, and almost unlimited tonal color. We need 

but to compare the requirements for the following two compositions to 

verify this fact* 

GIOVANNI GABRIELI RICHARD STRAUSS 

symphonic" c. 1600 "Eine Alpensinfonie" 1918 

2 Piccolos 

2 Flutes 

3 Oboes (Sag. far. alt.) 
1 Hedcelpfione 

3 Clarinets 

1 Bass Clarinet 
BSSSTOBS . 3 Bassoons 

1 Contra bassoon 

8 Horas (4 alt with 4 tenor tubas) 

, 4 Trumpets 

. , , 4 Tr cmbones 

'',' . ' ' ' : ( , ' i 2 Tubas 

4 "IfinipaBl 

i, ; , , I Bass Dram 

Etetua , , 



Gong 
Owfeeis 
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GIOVANNI GABRIELI RICHARD STRAUSS 

Thunder-machine 
Glockenspiel 

Celesta 
Organ 
2 Harps 

Violins Violins I-H 

Viola 

Violoncello 
Bass 

Voices Off Stage 

12 Horns 

2 Trumpets 
2 Trombones 

An examination of orchestral scores of representative composers of 
the several periods of music history, Le., pre-Bach, Baroque, Classic, Ro- 
mantic, and Modem periods, reveals to us the continual reaching out for 
new colors and effects. Depending on one's viewpoint, it might be called 
progress or orchestral extravagance. During three centuries the color pen- 
dulum has been swinging to the right, but appears now to be starting its 
movement to the left. Though both were composed in the same year, 
1918, the Strauss "Alpensinfonie" and the Stravinsky "Uhistoire du Sol- 
dat" are in direct contrast in the resources required: 

"LTiistoire du Soldaf 

1 Clarinet 1 Comet 8 Percussion 1 Violin 

1 Bassoon 1 Trombone (1 player) 1 Double bass 

The present trend seems to be pointing in the direction of economy of 
resources demanded by composers not only for musical reason^ aeodassi- 
cism and the rediscovery of Bach, but also because of the economic strain 
placed on present-day orchestras. An examination of the later scores of 
Schoenberg, Hindonith, and Stravinsky will reveal a more conservative use 
of orchestral color. 

Tlie Composers Attiftode Toward Tome Color 

Have you eve?" tried to paint? How did you go about choosidg and 
mixing your colors? These questions can ak> be 'asked- of a composer. For 
a direct and specific ^es^er^ let us go to a wel|-knowji conteniporary c0ni- 
poser of established reputation Aaron Copland: 

. . . not every musical theme is bom fully swaddled in a tonal dress. Very 
often Hie composer ipds himself with a theme that can be equaly weB playeil 
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on the violin, flute, clarinet, trumpet, or half a dozen other Instruments, What, 
then, makes him decide to choose one rather than the other? Only one thing: 
he chooses the instrument with the tone color that best expresses the mean- 
ing behind his Idea. In other words, his choice is determined by the expres- 
sive value of any specific instrument. That is true in the case not only of 
single instruments but also of combinations of instruments. The composer 
who chooses a bassoon rather than an oboe in certain instances may also have 
to decide whether his musical idea best belongs in a string ensemble or a foil 
orchestra. And the thing that makes him decide in every case will be the ex- 
pressive meaning that he wishes to convey. 

At times, of course, a composer conceives a theme and its tonal investiture 
instantaneously. There are outstanding examples of that in music. One that 
is often quoted is the flute solo at the beginning of UApr&s-midi (fun F&une 
{Afternoon of a Faun). That same theme, played by any other instrument than 
the flute would induce a very different emotional feeling. It is impossible to 
imagine Debussy's conceiving the theme first and then later deciding to or- 
chestrate it for a flute. The two must have been conceived simultaneously. 
But that does not settle the matter. 

For even in the case of themes that come to the composer In their full 
orchestral panoply, later musical developments in the course of a particular 
piece may bring on the need for varied orchestral treatments of the same 
theme. In such a case, the composer is like a playwright deciding on a dress 
for an actress in a particular scene. The stage shows us an actress seated on 
a bench in a park. The playwright may wish to have her clothed in such a 
way that the spectator knows as soon as the curtain rises what mood she is 
in. It is not just a pretty dress; it's an especially designed dress to give you 
a particular feeling about this particular character in this particular scene. 
The same holds true for the composer who "dresses" a musical theme. The 
entire gamut of tonal color at his disposal is so rich that nothing but a clear 
conception of the emotional feeling that he wishes to convey can make him 
decide as between one instrument and another or one group of instruments 
and another. 5 
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Juxtaposition of Musical Elements 



The psychological, aesthetic, and sensuous impact of a composition is 
the sum total of all we have said about each of the elements of music, 
and of all that we hear in music. The sum total of these elements the 
composer uses to create a mood, the Initial impression being sensuous. 
As we have seen, this appeal may be subtle or obvious. It should be re- 
membered, also, that during the course of a composition the listener is 
likely to be conscious of the fact that one element predominates. That is, 
melody may be the dominant element of the moment while rhythm may 
predominate later on. Yet, while this may be happening, we must be con- 
sciously aware of the other elements which are, at the same time, func- 
tioning to fashion a perfect whole. 

In the previous Units we have analyzed and critically examined these 
elements through example, by sight and sound in order to understand 
better their function within the framework of a whole piece of music. 
It is relatively easy to dissect a completed work, but more difficult to 
create it piece by piece so that it functions as a whole. No one is more 
conscious of this fact than the composer. In this Unit, then, we propose 
to study the means by which a composer pyramids the elements for maxi- 
mum psychological and aesthetic effect. 

To achieve this effect, the composer uses a device we may call juxta- 
position. Webster says that "juxtaposition is placing or being placed side 
by side." For our purpose, we are not only going to place the elements 
side by side but superimpose one on the other pyramid. We shall be 
primarily concerned with rhythm, melody, harmony, and color. The com- 
positions chosen for study were selected not only for their psychological 
and aesthetic appeal, but to show the increasing cotnpladty of structure 
as the dements are juxtaposed. 



We 'have learned In Unit III that rhfftiii, in its broadest paobev to tie 

, ramCTieot of a piece of music. This indicates the passage of ;fiffi^ : aiit 
time 'Is the canvas on which musical "images* are drawn fy.H&s&S; of 

' 



150 Synthesis of Musical Elements 

and harmony. Rhythm systematizes; it controls the duration of 
itself, it be in or combinations. As well 

as easy to perceive, rhythm acts like a drug on the emotions which 

or excites. But rhythm, Hie drags, most be judiciously. 

To our process, let us begin with a group of notes, 

Rhythmical in a sense, they are certainly uninteresting as they stand. 
Clap the of notes, giving equal stress to each note: 



Now let us systematize these same notes by placing regular accents. 
Clap again, this time putting in the accents as shown in the following: 



We see now that we have four groups of four notes, which may be divided 
into groups, measures, which command a time signature of 4/4. 

Clap, accents and counting the basic underlying beat of 1, 2, 3 7 4. 



1154 I 134 1131 1194 

We now feel four pulsations to each measure because of the accents on 
the first of each group of four notes. These accents give the notes move- 
ment in time within each note, duration as well as the length of time 
required to play or sing the entire group of notes. 
On the last pattern, let us superimpose another rhythmic pattern; 

j 



* 



rff rrrr rrrr r 



l z 3 4113 4 It5 4119 4 

In this ocample we have the underlying pulse of 1, 2, 3 9 4, in every meas- 
and file regular rhythm of the quarter notes to which is added another 
pattern. Together, they give us a feeling of two rhythmic pat- 
ten^ moving smultaneonsly in time. With yoer foot, tap the basic 
of pattern I while you clap the rhythm of pattern 2, and coent the 
beats of each measure. Has your iatepest and appreciation been increased 
through the recognition of the superimposed rhythm? 

Now T keeping the above in inliwi let us, move to another phase of 
joxtaposilioa* 
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MELODY 

You have noticed the rhythmic are devoid of any 

semblance of what, in Unit IV, we as melody. These rhythmic 

patterns would become very and if it not for the 

element of melody. Also, as we saw in Unit IV, just any of tones 

won't make a melody. Let us at the following example: 
Ex. 166. 

5Ej~: ^^^==11^== . i _^^^=^=^= 

M ..,.., TT o o .*>, .,:ia ^:X^..:^_^4- =M --g^ZlS- a ,.;:,..,.>. ,, .r^ri i. .... :,i..^ ....y^i,,,: ,....: 



Sing or play this sequence of tones and you will see that they need to be 
systematized to give them character and meaning. This is just what rhythm 
does to a melody. Notice what happens when the rhythmic pattern is 
superimposed on this series of tones. Sing or play this melody, keeping the 
basic pulse of pattern I going simultaneously. 
Ex. 167. 




jatten .. 

pitta* l-f r J 4113 4 1 I 414.3 

Melody moves in lines forming strands of tones which might be con- 
sidered as miming horizontally through the musical structure. In addition 
to the horizontal movement, we also have the up-and-down movement of 
the tones from lower to higher to lower, etc. One might call this feature 
a "two-way stretch" of the musical fabric. Consciously or subconsciously, 
the ear follows this time line in much the same manner as the eye fol- 
lows the notes on the printed page. This process is relatively easy when 
only one melody homophony (see p. 83 f.) is utilized. For the ear, the 
process becomes increasingly more complicated as two or more melodies 
are combined as in polyphony (see p. 77 ff.) and requires repeated listening. 

HARMONY 

We generally think of harmony as the vertical building of tone com- 
binations (see p. 94 ff.). These tone combinations may be likened to 
blocks of sound and serve as "chord posts" 1 on which melodic strands are 
hung. Music which depends primarily on this dement of the chord for 
its effect may be classified as harmonic in style. The hymns which we 
ind in oor church hymnals come under this classification. 

To the melody which we used in Ex, 167, let us now add a harmonic 
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The of sound or chord posts which we mentioned can now be 

and heard in objective form. The series of notes which we used in 
Ex. 167 to be an independent melody but now are fused with 

a sebstiucture and become a part of the vertical harmonic fabric. Hence, 
the melody itself is not an independent melody; its existence as a melody 
is entirely dependent on the harmonic and rhythmic movement of each 
chord. Bat even though the top note of each chord is fused with the sub- 
structure, the ear is able to follow it satisfactorily. If you were to ask 
yourself whether the melody which results from the movement of the 
chords is vocal or instrumental, yoor answer should be vocal, because the 
melody can readily be sung. Examine now, some well-known hymns and 
folk songs as further examples of harmonic, and therefore, homophonic 
style (seep. 83.). 

For practice, analyze the chords in the example given. 

You may have recognized Ex. 168 as the first four measures of Prelude, 
Op. 28, No. 20, by Chopin, This Prelude is based on the repetition of 
a five-note motive. Variety is achieved by means of harmonic modulation. 
Notice also that the climaxes seem to occur on the third beat of the 
measure with the greatest climax occurring in the fourth measure. 
Basically this Prelude h harmonic in style and the "puHT of the chords 
aids to the feeling of xnaveKaecit 

COLOR 

This poetic miniature by Chopin is one of twenty-fora: such Preludes 
.wfaieli be mote for the piano. The chord structure and general mood of 
tibe music m indicative of fee Romantic period. With Chopin, the prelude 

lost Its 0riginal meanliig in that it was never intended to be an intro- 
ductory piece. The .tweaiy-fboi frdmim exist as separate entities fupoc- 
tioeless,, autonomous music- This same 1 type of prelude 1 nay be found in 
the works of Scriahm, Debussy, and &K&QKuuno& In the case of Bacb, 
his forty-eight Prelude are each followed % Fugwes. IB addition to being 
one of the earliest types of keyboard mmu^ the prelude emerged as a 
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characteristic form and vocal influence. The 

is, generally speaking, instrumental in classification and frequently pianls- 
tic in character. 
Let us reconstruct another piece of Its elements. 



RHYTHM 

Again we start with a basic pulse of four beats to the measure, 

JJJJIJJJJU JJJUJJJI 
> l !* }> f 

1L34IJ.341Z94IZS4- 

on which we superimpose the following rhythmic pattern: 

4 

r r r r r r r 

I Jt 3 8 fc S 4 

While you tap with your feet the basic pulse of pattern 1, clap the 
rhythm of pattern 2. Observe how pattern 2 creates an altogether different 
feeling of movement. Here we have juxtaposed a series of sixteenth note 
on a movement of four quarter note. 

MELODY 

Examine the following sequence of tones. You probably feel that, as 
a melody, they are uninteresting as they stand. 
Ex. 169, 



Bet let us systematize these tones for character and meaning by juxta- 
posing patterns 1 and 2. Sing or play the following "melody** keeping the 
basic pulse of pattern 1 going simultaneously. 
Ex. 170. 




Afc pace they take on new life and meaning. But is there a real melody 
'inherent: in these* tones? Before answering this question, let us proceed 
to an examination of its temonie stoctee. 
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HARMONY 



While is the in Ex. 170, we recognize it this 

time as a of rather than blocks of chords as 

in Ex. 169. To broken chords to block chords would not 

the idea of this of music but would involve chang- 

ing the of the piece, thus robbing it of its meaning, 

character, and If you have not already recognized the few measures 

in Ex. 170, we tell you that they are taken from "Prelude No. 1" 

of the Bach Well-Tempered Clavier. 

composers appropriate other composers* music for their 
own purposes. The next example below represents such an appropriation, 
Let us sec what Charles Gounod has done to the Bach Prelude. Compare 
the following example with Ex, 170. 

Ex. 171. 




Fiist, Gounod transposed the notes an octave lower; secondly,, he changed 
the rhythmic character of the harmonic structure; thirdly, he added a 
melodic line which he derived largely from the harmonic structure; 
fourthly, he added a set of words. 

Find the note in the piano accompaniment which serve as the tones 
of the melodic (?) line. Now play the pkno part, accenting these notes. 
Notice abo how the rhythmic character of the accented notes has been 
changed to further the melodic idea. Actually, accent belongs to rhythm, 
not to melody or harmony. Has the harmonic content been strengthened 
or wealKae4 by the addition of tbis "melodic" line? 

K we compare the 'Chopin Prelwde No. 20 with tlie Bach Prelude No. I, 
we Ind tbat the melodic Hue of the former Is dependent entirely on the 
movement of lie chord posf$ 7 while the "nidody* of the latter moves 
about with a great "deal of rhythmic,, melodic^ and harmonic freedom, 
and is dependent largely on accent for its Iife 7 thus creating a subcon- 
scious feeling that a melody exisb. Gounod has juxtaposed a synthetic 
melody oa an essentially rhythmic and harmonic fabric. 
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COLOR 

Originally, No. 1 by was written for a 

instrument clavichord or harpsichord. These instruments greatly 

in tone quality and mechanical features from the present-day piano- 
pianoforte (see p. 260 ). Today, since the piano has become the basic 
stringed keyboard instrument of the twentieth century, we generally 
this Prelude played on that instrument. The original prelude is definitely 
pianistic in character. The Bach-Gounod adaptation the Ave Maria 
loses its original color by becoming a song. As a song, it is melodic in 
style. As a piano composition it is harmonic in style. If seng by a soprano, 
it has one color; if sung by a contralto, it takes on another likewise a 
tenor or a bass. When we compare the climaxes of these two pieces, we 
ind that the Bach Prelude has one climax, located seven bars from the 
end. The Bach-Gounod Ave Maria has in all about seven climaxes. It 
would seem, then y that Gounod, ie his Ave Maria, misconceived the 
whole idea of Bach by transforming a harmonic keyboard work into a 
melodic vocal composition. However,, the Ave Maria provides us with an 
excellent example of juxtaposed elements. Whether Gounod was justi- 
fied in making this adaptation is a moot question, yet this was a favorite 
pastime of composers of the nineteenth century. 

In the following example the music become somewhat more complex 
because of the introduction of new devices. 



RHYTHM 

To start with, our basic rhythmic pattern is again quarter notes, and 
the measure signature is G 4/4. 



JJJJ 

1 ft 3 4 


JJJJ 

3" 

i a. s 4 


JJJJ 

1 Z. 3 4 


JJJJ 

I 2. 3 4- 



On this basic rhythm two different rhythms are superimposed. 



Ptt3 J J J 
JJJJ 



*'"* pj 

i r J 4 



rww 



4 



J JJ 
JJJJ 



J. >J * 
JJJJ 
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To get the full of this rhythmic structure, divide the class into three 

i the rhythm of pattern 1, section 2 claps pattern 3, 

3 is so that one part claps the rhythm of the 

of 2 t and the part claps the lower rhythm. 

Observe in the preceding patterns and those which follow, rests 

play a part in the movement of music. Some eight bars later in our com- 

the rhythmic patterns shift to the following, where 

we find ao rhythmic pattern has been superimposed: 



j J j 

J J J 



pr 

3 



r; 

4 




3 4 



Divide the class in the same manner as previously described and ckp 
the rhythms as shown. Now do you feel the complexity of the rhythmic 
structure? This should make you aware of the fact that it is possible to 
jtMapose one or more rhythmic patterns on a basic beat. When com- 
posers superimpose contrasting rhythms, we say that the music is poly- 
rhythmic. 

MELODY 

Again let ES start with a sequence of tones. 

EJL 172. 



Tte comptBer transforms there into the following melodic line which 
he aiperin^KKes on the basic rhythmic pattern of 4/4 J j J J: 
Ex. 173, 




r 



E%fet bais kte a cofmtermeMy ,fc fatroiBoal^iig, a iiferent me!oiic 
line and rhythmic pttere. TTiq 'nielody i jti/t siowii'fe ban^posed to the 
clef while tlie cotoitemeiodjr b'iatxoidteed'iii the 'teiie 111 clef. 
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Pctttntl 



The melody represented by pattern 3 is vocal and typically lyric in style, 
while the countermelody of pattern 4 is definitely instrumental in style. 
However, the melody of pattern 4 is a type of instrumental writing which 
can be executed by a gifted coloratura soprano (see Appendix IV), Some- 
times we refer to passages like this as coloratura. The melody of pattern 
4 is used merely as decorative material and plays no vital part in the 
evolution of the theme pattern 3 itself. 

HARMONY 

Although the opening sixteen bars of this composition are harmonic 
in style, like the Chopin example, the seventeenth bar begins a rhythmic 
pattern which is the generating force of this section. In the next example 
the harmony is delayed by the use of rests, creating in its movement a 
simple guitar-like accompaniment. The harmony is subservient to the 
rhythm. While the lyric melody of pattern ? is dependent on the har- 
monic structure for its life, it maintains its rhythmic independence. 

Ex. 175. 




*. a 4 



134 



t 3 4 



Eigjbt bats later the composer further shows Ws Draftsmanship by intro- 
dacliig a cofintamelcxiy which we have already described. This couater- 
Uielody stretches the rhythmic and harmonic fabric stil farther to make 
fte 1 irate not only inore complex, bat it adds immeasurably to the psy- 
ciolc^ical and aesthete effect - 
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Ex. 176. 



of Musical 




have now replaced the rests in pattern 2, the eighth-note 

movement has maintained and the rhythm remains the generating 

force. Observe, though, that the chord posts have been simplified. Notice, 

the which are created by the passing tones. Listen for 

the deceptive (see p. 173) which occurs in measure 25. Variety is 

by means of melodic and rhythmic manipulation. 
In Ex. 176 we ind melody superimposed on melody, two melodies 
superimposed on the same harmonic structure, and the harmony super- 
imposed on a motivating rhythmic pattern. The melodies, though rhyth- 
mically free of the accompaniment and of each other 7 are, nevertheless, 
dependent harmonically. This example affords us an excellent study of 
the increasing complexity of juxtaposed elements. 

COLOR 

The examples which we have just been studying are taken from the 
"Prelude" to Act I of the opera Let Travuttct by Verdi. The "Prelude," 
likewise the entire opera, is scored for orchestra. In Ex. 175 "the lyric 
melody is sung by the violins while the accompaniment is supplied by the 
lower strings. In Ex. 176 the violins take the countermelody while the 
clarinet, bassoon, and cello sing the melody. The accompaniment is sup- 
plied by violas and basses. This "Prelude" is a good example of the juxta- 
position of string and woodwind color. 

Though the premiere of Ld Tittvufa was something of a iasco, later 
levisioiK ami subsequent performances have made It a favorite with opera 
audiences. However, the music critics have not always shown a corre- 
sponding respect for tihe work. The Italian love for the sentimental and 
the romantic is in evidence throughout this generally obvious music. 

ID the foregoing examples we have gone into considerable detail to 
show the pyramiding of rhythm,, melody^ harmony,, and color. In tlie 
following examples we intend to discuss the fintaqpositkni of one element 
on itself. However, the listener is urged to continue on his OWB tie 
juxtaposition of the elements in the manner we have shown. 
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In Ex, 177 a interesting bit of takes place, This 

by the of chorda! of keu, 

sometimes referred to as 

JUXTAPOSED HARMONY 

To see how polyharmony is let us the following 

Ex. 177. Stravinsky: Petrouchhi, "Fete Populaire de ia Semaine Grasse," 
Theme 2 

i Copyright by Edition Rus.sc de \lusiquc. Revmd 
Boosey 6 Hawkes, Inc., New York 19, X. Y. 17-sccf 6y 







In this we note the chord of B-fiat major superimposed oe that of G 
minor, the chord of A minor superimposed on that of G minor, etc. 
These chords in block style are reminiscent of the Chopin Prelude, 
Ex. 168. 

If taken together, these chords may be analyzed as triads, sevenths, 
ninths, and thirteenths. If this is done, the polyharmony is obscured. 
However, we may assume that this was not Stravinsky's intention, since 
in Petrouchfat satire and caricature were uppermost in his mind. Certainly 
from an aesthetic and psychological point of view, the idea of chords 
in different keys being juxtaposed is much more harsh, brash, and satirical. 
This, then, was the effect Stravinsky was trying to achieve. 

Beginning with the thirteenth chord ? note the use of successive 6-4 
chords. Examples of polyharmony may also be found in the "Dance 
Russe" of the ballet 

JUXTATOSED RHYTHM 

Though the purpose of Ex. 177 was to show the use of polyharmony, 
it is well to note that Stravinsky employed a rhythmic device which 
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him as a In the first of the Petrouchka, we 

the in 3 '4, 5/8, 8/8, 

7/8, 5/8, 7/8, 5/8 T 8/8, 7-8, 5 '8, 5 i 2,4* M, 2/i 7/8, 5/8, 7 8 y 5 '8, 

3/i 7/8, 5/8, 7/8, 3/8, 5/8, 7 '8, 5 '8, and ?'4. There are also many 
of In Pdymetnc measures also occur. 

A of the will the piccolos and the oboes playing 

in 5/8 the rest of instruments are playing in 2/4 in the same 

or the and the in 8/8 and the rest in 3/4 meter, 

etc. This device, of course, creates cross accents. 

JUXTAPOSED MELODY 

Also of in the Petrauchka ballet is the way Stravinsky makes 

use of a polyfojmlity (see p. 114f.). 

In the "Chez Petrouchka/' Stravinsky juxtaposes melodies in 

the key of Fjp major and C major. This is writing which is definitely 
rather than harmonic in style. The next example shows Stravin- 
sky's use of the trit one augmented fourth or diminished fifth. Here the 
bitonal melodies are an augmented fourth apart. 

Ex. 178. Stravinsky: Petrouchka, "Chez Petrouchka" 

iCo$yrig}ti by Edition Rttcse de Musiqn. Revmd version copyright 1947, 1948, by 
6 Inc., New Yorfc 19, N. Y. Used by permmian.) 




The juxtaposition of tonalities is quite common in modem mesic. We 

would* however, like to make clear that while polyharmony and poly- 
tanality are similar, they differ in that the former applies to the simul- 
sotradnig of chord in different keys the latter applies to juxta- 
posed Tuelocfm in different keys. 



COM)R 

origotally intended for piano and oicbes^- the woifc, aftor 

cimiges and .additioa^ inally saw the igltt of day '(Paris y Jane 13, 
1911) as the PefroticJU^ late. IE this 'belief; StewBsky has juxtaposed 
not only the elements of music bet also scenes, ijicMeatSj, and emotions-^ 
in this case anguished love aiidl Joloi^y^-frcwi &e drama of lijfe. Pe- 
trouchhi is masterfully orch^tratal and represents a lx>l<l depaiture 
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previously accepted orchestra! sound new, or at different sonorities, 
harmony, rhythms. Petrouchka Is for the following: 

2 Piccolos drum 

2 Flutes Cymbals 

4 Oboes (1 English horn) Tam-tam 

4 Bassoons (I contra bassoon! Triangle 

4 Horns In F Tambourine 

2 Comets Snare dram 

2 Trumpets Bells 

3 Trombones Celesta 
1 Tuba Piano 

Timpani 2 Harps 

Xylophone 
Strings: 
Violin 1-2 
Viola 
Cello 
Double bass 

We move now to a method of juxtaposition which had its origin in 
the sixteenth century but reached its zenith during the eighteenth cen- 
tury in the contrapuntal works of J. S. Bach. Based on counterpoint, this 
method of juxtaposition resulted in a form (?) called the fugue (see p. 
193 ) Hardening lack to the pyramiding of horizontal melodies (see 
Unit IV, p. 79 ff.), the fugue represents the coming of age of imitative 
counterpoint. The pyramiding of melodies also implies the juxtaposition 
of rhythms, and rhythm is the driving force of the fugue. 

JUXTAPOSED MELODY 

Example 179 is a four-voice fugue. The entrance of the theme is clearly 
marked for easy recognition. Note how the space between each statement 
of the subject is filled in with free counterpoint derived from melodic 
motives and rhythmic patterns of the subject. Unity is achieved not only 
through the successive statements of the theme but by these melodic and 
rhythmic motives which tend to recall to the mind the subjects them- 
selves. 
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Ex. 179, Clavier f No, 1 




The of the second voice, stated In the dominant key, is a red 

drawer, transposed exactly, to the first statement of the subject. A tond 
is one in which the imitation is not exact. That is> certain melodic 
are changed a fifth becomes a fourth or vice versa. 

We see in this fugue,, as in all polyphonic music, that rhythm remains 
the driving force. Notice also the polyrhythm which OCCUR because of the 
melodic imitation. Bach's success with polyphonic music can be traced 
largely to the psychological and aesthetic value of his fugal subjects 
themes, melodies. Harmony is created only at the points where the in- 
dividual horizontal strands of melody coincide* A fugue may be described 
as horizontal music. 

In Ex. 179 variety is achieved through frequent modulations. There is 
continuous repetition of the subject to provide unity. In the middle pop 
tiOB of the fugue the restatements of the subject are not as widely spaced 
as in the exposition, one coming closely on the heels of the other. 



COLOR 



We are probably more aware of the juxtaposition of color than we are 
of juxtaposed rhythm^ melody, and harmony. Yet, of all the elements 
of music, we are probably more inclined to take the E&e of color for 
granted. 

Of the Sne arts, the use of color in painting more nearly corresponds 
to the use of color in music. Color breathes life into music. Color provides 
the means whereby music is objeetiied so that it may be heard and ex- 
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perienced. Color to the thrill of music. The 

composer colors just as the artist Color is the by 

which the composer communicates with the listener. Color to give 

definiteness to mEsic. 

In Unit VII we to instruments voices of various colors 

singly, and in combination. In the follows, we see 

how the composer to a mounting climax. 

Though all of the are drawn on to the 

impact of this composition, three rhythm, melody, and color are relied 
on heavily by the composer. Harmony and form are only a to an 

end r the end being the slow and gradual sensuous buildup to an all- 
consuming climax. 



"BOLERO" 



Ex. 180. Ravel: Bolero 



(Permission for reprint granted by Durand 6 Cie, Pans, France, copyright owners; E/fozn- 

Vogel Co., Inc., Philadelphia 3, Pit, agent.} 
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The is on the themes and rhythmic patterns just shown. 

The these on a form we call 

p. ISSff.i. There are eighteen \ariations, with each 

by a different instrumental color or combina- 
of Variety is achieved only through the use of color. 

The two are never juxtaposed, but there is joxtaposi- 

of tie rhythm with that of the rhythmic patterns (a) and (b'l. 

The {as and (b) are also juxtaposed. Though basically 

in the key of C, the Bolero, at measure 327, suddenly modulates to the 
key of E The emotional climax, though reached at this point, is 

allowed to continue uninterrupted to the end where there is a sudden 

off. 

The on pp. 154-165 is intended to help the listener to visualize 

the plan of the composer. At the same time, the listener 

can, at a glance, observe exactly what elements are being juxtaposed in 
any throughout the composition. The chart will also give 

the listener an of the magnitude of music in general and that of the 
composer's mind in particular. 




The Architectural Aspects 
of Music: Form 



Architects work with forms. They start with lines which, when used in 
certain ways, create squares, triangles, rectangles, which in turn create 
rooms, which in turn may result in a house of certain design. So, too, 
music deals with forms. But what is form in itself, and how may it be 
studied? 

Form is the agent by which order is given to art, thus making it more 
easily grasped. Without form, art would be a chaotic combination of 
materials and parts. In music there are two different aspects to the study 
of form: (I) form in music and (2) forms of music. The study of these 
two aspects is approached in the following manner. 

TWO METHODS OF APPROACH TO THE 
STUDY OF FORM 

The irst method involves aesthetic speculation, which in turn results 
in a philosophy of art. To the philosopher form is an abstract, subjective 
thing which cannot be studied in a systematic, concrete fashion. Form 
can be measured only in terms of the feeling of delight experienced by 
the individual in viewing a work of art as a whole. 

The concern of art, like that of science, is with the world as form, or with 
abstract escperience. But whereas science seeks to understand a form either in 
terms of its constituent farts or by relating it to other forms and thus clas- 
sifying it, art accepts the form for whatever measure of delight it may have 

to offer. 1 

s 

Musically speaking, a composition possesses form when it is consistent, 
orderly,, well balanced, and symmetrical. 

The second method is an extension of the irst. It is the perception 
of forms within a form. Forms are the substance of form objectified by 
eicaniple, form which becomes concrete by analysis. It is in this sense 
that form concerns us here. The manipulation of these forms involves 

167 
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an and by the composer. The listener be- 
one the when he re-creates the form through anal- 
ysis. The of of music makes it possible for the listener to 
structural types as the overture, minuet, sonata, rondo, 
variation, etc. the composer has manipulated his materials accord- 
ing to a previously pattern in a thoroughly free and persona! 
manner. 

All begins with forms, with organized wholes, which are at irst 

and shadowy outlines because their component details are as yet indis- 
tinct They are like a woodland which is only a blotch on the horizon until 
the traveler has coine close enough to see the individual trees. When this 
the woodland is still a form, designated as being this or that 
thing. So forms, natural phenomena, grow in deSniteness as the details that 
constitute In clarity on repeated contact. It is by this process 

of getting to know a thing by coining increasingly closer to it that we learn 
what to do with it and about It, 2 

It be remembered that no great composer allows himself to 

become a slave of form. Further, there are compositions which are not 
conceived in terms of a previously established pattern. Smetana says that 
"the music create the form." Furthermore, long periods of experimenta- 
tion are often necessary in the development of a specific form, e.g., 
sonata or rondo. 

The term style (see p. 198 ff.) should not be confused with form. Web- 
ster says that style is a "distinctive or characteristic mode of presentation, 
construction, or execution in any art." For example, compositions may 
have the same form but differ in style (e.g., the symphonies of Mozart 
and Beethoven). 

THE GENERAL PRINCIPLES OF FORM IN ART 

In every work of art there are certain aesthetic principles which must 
be utilized in just the right proportion in order to convey a completely 
satisfying experience to the observer or listener. Form in art involves a 
balance between unity and variety, the essence of which is jest the right 
b^mce and symmetry of and within its parts. Unity is achieved by judi- 
cious repetitions of the basic idea in the same or varying devices and im- 
pies systematic coordieatioe. Variety implies the introduction of new 
details or the alternation of contesting ideas. Variety appears to be in 
direct opposition to unity but tie sHIIfal artist most not completely 
divorce himself from either. 

Though unity and variety are the most iiffioilt to achieve, they are ? 
at the same time, the most Important pripciples. Let, us see how 
may be applied to 
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ACHIEVING UNITY IN MUSIC 

The may achieve unity by the use of a motive (motif). It is 

the smallest structural unit In of a musical idea, 

The motive in music may be to a in language? It is pos- 

sible to express a musical with a motive of as little as two notes if 
the two notes are quite distinctive as to rhythm and/or interval relation- 
ship. The constant ef the motive is the first principle in musi- 
cal construction and is analogous to unit}' in the principles listed pre- 
viously. The motive is the driving force of music which gives movement 
and life to a composition. 3 

Through this constant repetition of the motive, whole sections may 
be developed. The motive not only binds the music together but through 
it the composition itself takes on form. It should be pointed out, how- 
ever, that the motive is but one of the means the composer has of se- 
curing unity. 

The following examples give deinition to the term: 

Ex. 181, Beethoven: Symphony No. 5 in C Minor, Op. 67 ? First Move- 
ment 



^HTJJJI j | 



Ex. 182. Tschaikowsky: Symphony No. 6 in B Minor, Op. 74, First 
Movement 



1-tttive 

Ex. 183. Franck: Symphony in D Minor, First Movement 




Ex. 184. Mozart: Symphony No. 40 in G Minor, K. 550, Fkst Move- 
ment 




Motlvi 



Motie '(or Phrase) 

The motive may be, developed in one of fke following ways; (1) REPE- 
: <niiGN'dr''tiie motive OB the same' scale dqgjees. The, repetition, may be 

exact ,6r ^icxiffied, melwlicaly, AytiiHicallf, or hamxmicaHy. 



170 Synthesis of Musical Elements 

Ex. 18). Mozart: Symphony No. 40, K. 550, First Movement 

^c- miMf-wir =-==== 



(2) SEQUENCE. The use of the motive on different scale degrees. The 
be exact or modified rhythmically, melodically, or har- 
moEically. 
Ex. 186. Beethoven; Symphony No. >, Op. 67, First Movement 






(3) AUGMENTATION. The lengthening of the note values of the motive. 
Ex. 187. Tschaikowsky: Symphony No. 6 y Op. 74, First Movement 
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(4) DIMINUTION* The shortening of the values of the motive. In the next 

example, the diminution occurs through the dla breve or cot time which 
in performance cuts the note value in half. 
Ex. 188. Wagner: Die Meistersinger, Overture 




(5) EMBMUKIMINT (extension). The addition of notes to the motive. 

Ex. 189. Ts:haikowsky: Symphony No. 6 7 Op. 74, First Movement 



^E 



(6) THEME. This is the subject or basic idea with wliich the composer 
works. It is the dominating essence of the work of art In many cases 
the statement and working out of the theme or themes becomes the work 
itself. 
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ACHIEVING VARIETY IN MUSIC 

Deviation and Return 

The achieves variety by of deviation the 

addition of but to and 

maintain the listener's interest and return. Though the following dis- 
cussion conines itself to and return, it be out 
that devices per se will not alone achieve variety; they aie but a 

means to an end. 

We have how, by the constant repetition of the motive, unity is 

achieved. While this in itself gives the music coherence, it is necessary 
for a work of art to have contrast; otherwise it tends to become monot- 
onous. The composer must say something new but inevitably related to 
what has already said. This in itself creates contrast of ideas which, 

when heard side by side ? lay themselves out in a kind of architectural 
pattern (form). In listening or observing smaller pieces of music, we will 
discover that they seem to fall into divisions of about equal length. These 
divisions have been called phra$e y period^ double period, and phmse group. 
We should point out that these divisions are not the only means the 
composer has of securing variety. Their purpose is one of punctuation. 
The divisions serve as the vehicle for variety, not the forms themselves. 

The Phrase 

In relation to the motive the phrase is the next largest structural unit. 
The phrase in music is likened to a series of words in language which ex- 
presses a unit of thought but one which requires another thought to make 
it complete. In music the phrase a harmonic as well as a melodic unit- 
may contain repetitions of the same motive or a combination of several 
motives, and is usually four measures in length. 

Ex. 190. Paganini, Niccolo: Caprice, Op. 1, No. 24, in A Minor 






rtativfl. Motiva, Motive. 



Ex. 191. Tschaikowsky: Symphony No. 6, Op. 74, First Movement 



MoUvt 



Ex, 192. Franck: Symphony in D Minor, First Movement 
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Ex. 193. No. 40, K. 550, First Movement Theme 2 



** 






The Period 

In a thought Is expressed in a sentence. In music 

the Is a period. The period usually consists of two four- 

measure phrases. A period is one in which the second phrase 

like the first. A contrasting period is one In which the second 
phrase has a different beginning, 

Ex. 194. Haydn: Symphony No. 6, B.H. No. 94, First Movement 



I 



I 
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Ex. 195. Beethoven; Sonata No, 8 for Piano, Op. 13, Second Movement 




Ex. 1%. Chopin: 



II, Op. 38 






Ex, 197. Beethoven: Symphony No. 9, Op. 125, Fourth Movement 



The fint phrase of a periml is called the mtece&mt phrase, generally 
oidmg m& a bdf or mperfct cadence (usually V). The second is called 
lie cmrnqmmi phr<m generally emding with a full or perfect cadence 
, V or V 1 " to I). The cadence is to music what punctuation marts 
a*e toi'tangpage; tihcy ^rve fo separate one phrase from the neact The 
cadence is one means erf giving foim to mosia 

Types df C3adences 

Thoc^h there are other types of cadences* the foloroig are the iapst 
common. In Ex. 194 the fourth measure ifipesents tiie end of a musical 
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Idea but the effect of the half Is and is an 

imperfect cadence. In the the effect is inuc a h 

and is a All are unruly 

as to their of finality. To and perfect 

cadences the listener has but to the Is 

the music go on, or strong, signifying a satisfactory ending. The 
following example the use of the and the 

as well as the period form in music. 

Ex. 198. Beethoven: in No. 38, Op. 31, No. 3, Second 

Movement 





The plagul cadence is another type which may be employed, This 
cadence is often found at the end of hymns as the Amm, - x 
Ex. 199. Handel: Messiah, "Hallelujah Chorus," No. 44. 
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I BE - 1 

The deceptive cademce is one' more type of cadence which we should 
consider. This cadence, usually made on VI, is used to create greater 
tension by delaying the normally expected tonic chord. It will be observed 
tigt this cadence is inconcloave, hence, ta the truest seme, is not a 

cadence' at all 1 . ' , , , , 



174 Synthesis of Musical Elements 

Ex. Handel: Xerxes, "Largo" (Oxnbra mai fu) 







IE Iff 



Irregular Phrases 

While the foregoing is illustrative of the regular phrase, which is four 
measures in length, it should be pointed out that if every piece of music 
constructed in this manner the result would be monotonous. We 
remember that variety is just as essential as unity or balance. 
Therefowe 7 we End many examples of irregular phrases in music. Phrase 
irregularity arises from two causes: (1) phrases which are inherently 
not foer measures in length by inserting a cadence before it is normally 
doe or by omitting a cadence, and (2) phrases which, due to melodic 
manipulation of the phrase, may be extended beyond the normal length 
of four measures. Note the insertion of the cadence in the third measure 
of this example: 

Ex. 201. Brahms: Sapphic Ode, Op. 94, No. 4 






la - s*i icadi ielt kdfenir m Itlfc-kt HA - 




The following example employs a deceptive cadence in measure 4 to 
give the effect of a bridge, thus lengthening the phrase to six measures. 

Ex, 202, Carey, Henry: America 



m 



m 




p"hra.S 



M I*I|-s: 
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Phrases are also irregular in length of the repetition of a com- 

plete phrase or a portion of If. In the example that follows, the extension 
is made by a repetition of measures 3 and 4. 

Ex. 203. Mendelssohn: Songs Without Words, No, 37, Op. 8% N 7 o. 1 







A n 
^j^^- 


j j~j ==== ===^== : 
tf 
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The next example illustrates the use of the sequence to extend the phrase. 
Ex. 204. Mendelssohn: Songs Without Words, No. 8 7 Op. 30, No. 2 




f 



i ti? 7 



^F^ 




Tke DouHe Pmod 

This consists of two periods dividoi in measure 8 by a strong half 
cadence. In tibe usual double period, phrases 1 and 3 are alike (parallel) 
while 2 and 4 are similar (contrasting). The cadences are generally used 
as follows: 
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Double Period 



Period 



Period 



1st 
Antecedent 



I 



1st 
Consequent 



2nd 2nd 

Antecedent Consequent 

IV 1 



Though the first cadence in the following example Is an exception to 

the the example is primarily intended to show the con- 

struction of periods. 

Ex, 205. Schumann, Robert: Album for the Young, Op. 68, No. 20 



jlTdfpfinff 1,, 



Co**yrf 1 



Nti 



BE 



t 




1 









IB the contrasting double period shown next, it will be observed that 
phrases 1 and 3 are completely different as are phrases 2 and 4. Though 
the accent, here, is on variety, there is ample evidence of forces which 

unify fefae contrasting material. 
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Ex. 206. Mendelssohn: Words, Xo. 2, Op. 19, No. 2 







The Phiase 

Sometime this device is used in place of the period fonn. The phiase 
group usually consists of three phrases (parallel or contrasting) strong to- 
gether with incomplete cadences (generally the half cadence), the last 
cadence being a ful close. 

Ex, 207. Gruber, Franz: Sffenf Nigftt 
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SIMPLE PART FORMS 

Taken by the the period, the period, and 

the are forms. Taken in combination the 

Is a two*, a three*, or a five-part form. Since folk song literature 

IE combinations, music theorists have come to use the 

term forms for classifications. 

Two-Part Song Form 

To see how the element of contrast plays its part in the construction 
of music, let us look at these one-part forms in combination. The simplest 
is the two-part form, also called the binary form. 

Ex. 208. Brahms: Cradle Song, Op. 49, No. 4 



I-ptl 




p~kra.se 




f fcMAC 



ttloi 



x x 



Using the letters A and B to identify the first and second periods 
respectively, the form of this melody may be shown as AB. Notice how 
the two sections contrast each other; also, that each section ends with a 
full cadence. Frequently the two parts end similarly. Notice, also, that 
the sections are of equal length. The binary form is a continuous form. 

Three-Part Song Form 

The nezt largest part form is the three-part (ternary) form and may be 
designated by the letters ABA. Here is an extension of the idea of con- 
hast and is one which has gained widest use. In the three-part song form, 
repetition is the dominant force. In the two-part song form there was no 
need for repetition, since each part ended with a perfect cadence. In the 
throe-part form, Part HI is a repetition of Part I at least to the extent that 
the ending and the beginning of Part HI are the same. In a three-part 
form, Part II may consist of a phrase group of two phrases when both 
phrases end on fee dominant chord. In the following example we see 
the principle of deviation and return at work. 
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Ex, 209. French Folk Song 
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"iff talsi f%?s.e 
A -Part 32 






Using the letter designations for the parts, the resultant form is AABA 
or simply ABA. It should be noted also that Part II may end with a half 
cadence In the tonic key, or with a full close in the new key. Part II in 
the example has modulated to the dominant key of F major. While the 
material in Part II may be new, it is usually derived from that of Part I. 

In the ternary form the middle section may be in the dominant, rela- 
tive, or parallel key; each section being harmonically closed. 

Five-Part Song Form 

We have seen In Ex. 209 that Part III Is an exact repetition of Part I. 
The three-part form may be expanded into a five-part form by repetitions 
of Parts II and III, though mere repetitions do not constitute a five-part 
form. The content of Part IV is the key to the problem. The symbols 
for the most common types of this expanded form are as follows: 



I 

A 



II 
B 



III 

(I) 
A 



IV 



B 



V 

(III or I) 
A 



with Part IV being an exact or a modiied transposition of Part II- Part 
V may be an exact or a modified version of Part III or L 



I 

may be 
repeated 
A 



II III IV V 

(I) new I or III repeated 

material exactly, or modified 
BAG A 



Illustrated in Ex, 210 is a typical realization of five-part form, since Part 
IV is obviously new material with only faint traces of Part II. (See also 
Beetbovea's Sowta, Op. 13, Adagio, in which Part IV is entkeiy new.) 
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Ex. 210. Op. 23, No. 4 



felt I - f^'^l,.^^* 
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Codetta. This device is used with short compositions and actually is a 
brief extension of the composition after the complete cadence a little 
coda. Used to emphasize the end of a composition it occurs after a perfect 
authentic cadence. In larger compositions, the codetta is sometimes used 
in order to give the feeling of completeness to a section. 

Sometimes a Prelude a substitute for an Introduction begins and a 
Posfliide a substitute for a codetta ends a composition. If so, they are 
Identical and each ends in a perfect authentic cadence. Also, an Interlude 
may be used between parts, and it may be a repetition of the Prelude. 

Coda. The idea of repetition and contrast may be carried still further 
by the use of a coda, which is an extension of the composition after the 
complete cadence. The coda may consist of either old or new material^ 
and it may be divided into sections or may be two or more codettas 
strong together. 

HEARING SIMPLE PART FORMS 

ijefc 'us test, now, what we have learned about repetition and contrast 

% listening to a leeorifeig of the "Dance of the Flutes'* from the Nut- 
crazier Sate, Op. 7Ia by Tschaikowsty, The differences which are infaep 
eat in' Ifiis toropositioo are best grasped as a whole 'even if repeated hear- 
ings 3ie necessary. Critical listening will reveal tibe following: (I) a motive 
with subsequent repetitious; the list statement is In a major key and is 
played by the lutes: 
Ex. 211. 
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O that in the first of the statement sjinboli/ed by the 

A there is little so that the will look like * this A-A' 

by the and the strings K\; ^] that the first of 

contrast is a typical of the dominant harmony in a prevailing 

tonality of D major and is by the horn: 
Ex. 212. 



(4) that the contrasting material B after the statement to give 

the composition further (5i that new contrasting material sym- 

bolized by the letter Q by the bass is then as C' which 

is presented by the brass, the strings, and the woodwinds (except Butesl; 
(6) that after this new material, A returns, played again by the flutes and 
strings; and finally (7) that a five-part form emerges as the result of the 
interplay of repetition and contrast as: A B A r C C A. 

After this experience the listener shoold feel that the music has taken 
on new meaning. He needs now to test his new-found knowledge by 
listening and analyzing the recordings listed in Appendix V, before pro- 
ceeding to the larger forms which follow. 

LARGER FORMS 

The laiger forms are the end result of extensive experimentation with 
the principle of deviation and return which we found at work in the 
simple part forms. In these larger part forms the ideas contained In the 
simple part forms are compounded and refined, becoming, at one and the 
same time, somewhat more complex.^ The forms which follow are in- 
cluded here "because of their frequent recurrence in music literature. 

Song Form with Trio 

This part form has its roots in the dances of the eighteenth centtny 
and represents the combining of two different, though related, song forms. 
Applying the principle of deviation and return to this song form some- 
tinies 'Called the Menuet Form we lad that this larger form consists of 
a Principal Song in either a two-part or three-part song ft>rm T move often 
the letter, and is complete in itself. This is followed by a 'deflating divi- 
sion called the Trfo or Subordinate Somg. Tbis second song form fe called 
the Trio 'because it was originally written for three iestatiijeirfsu Today 
we generally speak of the Trio as bang the SiiboRieate Song, an4.it; frill 
Be'ila either 1 two 01 tto^&rt fopa. After, ihe : Tifo tiaere is a jretaimici 'i{ie 



: ;* A ideiaithfe discussion of all tlie'Iai-gei 0nn$ is Ixtyoojd tie .sbbpe'of iibis tet Tbe 

is [therefore; leferaeil 1 16, a oos^ in Wmm, and Aiis|ysis or' to twitrcra fbn$ of 
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Song. If the Principal Song is to be exactly, the desig- 

nation "Da Capo" is A codetta or coda may be added. Thus we 

see that the Form with Trio is basically an extension of the ABA 

pattern. in symbols this expanded form is as follows: 

ABA 

Song Subordinate Song Principal Song Coda 
(Trio) (Da Capo'j optional 

a-b or a-b or a-b or 

a-b-a a-b~a a-b-a 

It be noted by the listener that the parts of the Song Form with 

Trio are complete entities and embody an almost distinct separation from 
other. 

In addition to the dance suite, the Song Form with Trio may be found 
in the Minuet (see p. 57) or Scherzo of the Sonata form, the dances of 
the nineteenth century, the March (see p. 64 ) as well as other instru- 
mental and choral compositions. 

Let us see how the principle of deviation and return is at work in this 
enlarged form by analyzing the third movement of a well-known composi- 
tion. In listening to this movement we discover that it consists mainly of 
three themes: 

Ex. 215. Haydn: Symphony No. 6 in G Major, B.H. No. 94 (Surprise), 
Third Movement, "Minuet" 
Theme I is an extended double period: 




followed by the contrasting second period, Theme la: 

2ft 




Theme 2 is an extended phrase: 
t 

J* l*i UrrftliU P 1 t - I AM i> 



Trio: Theme ? Is an inversion of Theme 2: 






Principal Song (Da Capo). 
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By observing carefully, the will discover !!*t}dn lias 

the principle of deviation return In in the following 

manner: 

SONG FORM wuii TEIO 

A B A 

Principal Song Trio Prin. Snng I Da Capo) 

Parts Parts Parts 

il:a:!j i!:ba:j f |j:a:!i i|:ba:;' i;':a:|! Ijrha:"! 

Themes Theme Themes 

!l:l-la:|! 11:2-1:!! !!:3:i! ii:5 iniodiieds-3:!! !;:l-la:!! ii:2-l:i; 

It should be noted that in performance today the repeats in the Da Capo 
are rarely taken, principally to save time and perhaps to avoid boredom. 

The Rondo Form 

The Rondo is an outgrowth of the three-part form and is derived from 
the French Rondeau, which means circle or round. Hence, in a Rondo, 
you expect that with each deviation from the principal theme or refrain 
there will be a return to it, thus completing the circle. So T in the Rondo, 
its distinguishing feature is the alternation of a principal theme with one 
or more subordinate themes. The principal theme must be distinctive as 
to melody, harmony, and particularly its rhythmic qualities. It rarely 
comprises less than a period or dooble period, often being of two-part 
and sometimes three-part song form. The subordinate theme is in a 
contrasting style, generally shorter in length than the principal theme 
and always in a different key. Unity is achieved through the return to the 
principal theme, while variety and contrast are achieved through the 
subordinate themes. A coda of some length is usually added for the sake 
of balance and interest. 

Though there are many rondo forms, there are three which have been 
widely used. These rondo forms are the end result of the constant use 
and organic growth of the earlier rondo and have become the complex, 
idealized forms which we now call the Classical Rondo. 

ABA 

Principal Theme Subordinate Theme Principal Theme 

Parts Paris Parts 

a period, double period Same, perhaps with 
a-b or a-b or some embelisli- 

a-b-a a- b-a ment or modifica- 

Perhapssome New key, maybe a co- tion 

transitional detta, some letaansition 
pafcerial 
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The of the is the one 

the to the Principal Theme. 

Ex, 214. Mozart: No. 6. K. 284, "Rondeau in Polonaise" 




The form of this example Is somewhat abbreviated in the third part 
(A), and the coda Is quite short. 



A 

Parts 
(large) 
a-b-a 

Key 

A 



B 
Parts 

a-b' 

Meas. 47-69 
Key 

F| minor 



A 

Parts 
shortened 

a 

Meas. 7085 

Key 

A 



Coda 



Meas. 86-92 

Key 

A 



The Second Rondo Fonn 

This is distinguished from the First Rondo Form by two digressions 
from and the subsequent return to the principal theme. The themes are 
usually shorter than those of the First Rondo Form. 



Principal Theme 

Parts 

Usually a-b. 
Sometimes a-b-a. 
Transitional 
material. 



B 

1st Subordinate Theme 

Parts 
Usually brief. 

New keys. 

Maybe a codetta and re- 



Principal Theme 

Parts 

Somewhat shortened, 
embellished or 
modified. 



Subordinate Theme 

Parts 

Distieetwelf diffopeal from either, the 
principal theme or the 1st subordinate 
theme, 
New key 
retraosition. 



Principal Theme 

Parts 

Quite short, 
leading into 



Coda 
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Ex. 215. Op. 49, No, 2, Movement 

fc.Tk 
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4* XT. in- wr u --s 







Sm^Tl 2.&oubU 




Note the Increasing complexity of the Second Rondo form. The plan 
of this rondo Is as follows: 



Principal Theme 

Parts 
a-b-a 
Meas. 1-20. 

Transition 
meas. 21-27, 



Key 
G 



E 

1st Subordinate Theme 

Parts 
period 

Meas. 28-36. 
Codetta 
meas. 37-42. 
Retransition 
s, 43-47. 
Key 
D 



A 
Principal Theme 

Parts 



Meas. 4S-67. 



Key 
G 



2nd Subordinate Theme Principal Theme 



Parts 

Double period 
meas. 68-83. 
ReCransition 

s. 84-87. 
Key 
C 



Parts 

a-b-^a 
Meas. 88-107, 



Key 
G 



Coda 

Period 

consequent repeated 
meas. 108-120. 



The Third Rondo 

As yoo would suspect, the Thud Rondo form is more complex. It In- 
volves three derations from the principal tissue. To pr^erve unity and 
fco avoid excs^ variety, the third deviation is a return to the list. It will 

be s^n that the Hiiid Rondo Jo-pn is" bat a fartjier -oibigeniaat of the 
loiia r 'each section ^ctf' whicl has' 1 teen; eaqpisttlded. to larger pro- 
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I-lst 

Exposition 

A-B-A 

Parts 



II-2nd division 
Middle 

C 
Parts 



a-b~a 



A complete 1st a-b or a-b~a 

form in Strong key contrast. 

Retraositlon, 
Generally lengthy 
and embellished. 
Generally last phrase 
of the theme is used. 



key 
change 



III-3rd division 
Recapitulation Coda 

A-B-A Sectional 

Parts 
a-b-a c a-b-a 

No key change. 
Last announcement 
of principal theme 
is generally incom- 
plete with only a 
motive or phrase 
of the 1st theme 
being used and ab- 
sorbed in the coda. 
Principal theme 
may also be 
omitted. 

Since, as we said earlier, the Third Rondo form is the most complex 
of the three, let us analyze one such form in order to clarify for the lis- 
tener what may be, on first hearing, rather vague and frustrating. Listen 
to the total effect first before trying to unravel the parts. For an example 
of the Third Rondo form, let us use one by a master craftsman of the 
rondo form. 

Ex. 216. Beethoven: Sonata, Op. 2, No. 2, Fourth Movement 
Pr. Th. 

(!) Meas. l-S~Period form a 




(2) Phrase meas. 9-12 b 




Transition 
(3) Period formnieas, 17-26 to new key 
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1st sub. th. 
(4i Period antecedent phrase ineas. 27-32, consequent meas. 
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(5) Retransition meas. 40 



Pr. Th. meas. 41-56 as before, ending the Exposition 

2nd sob. th. 
(6) Period-form meas. 57-66 a 




(7) Period form meas. 67-75 b 
<5T /-r- 




aExact repetition raeas. 76-80 

b and a repeated meas. 81-90 
(8) Retransition-meas. 91-99 




Recapitolation 

Pr. Th. meas. 100-115 

Transition as before but abbreviated meas. 116-123 

1st sub. th. as before but in original key of A major and modified meas. 

124-135 

Pr. Th. meas. 135-140 dissolved into 

Coda 

Sec. 1 meas. HO-148, Sec. 2-meas. 149-160, Sec. 3-meas. 161-172, 

Sec. 4 meas. 173-180, Sec. 5 to end 

Now let us see how these themes it into the Third Rondo form, the 

architectural plan of which we have already described. 

I-lst division H-2nd division 

Exposition Middle 

A-B-A C 

Parts Parts 

a-b-a c a-b-a aJb ~ a 
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Themes Themes 

(1H2HD (4i (1H2H1.1 :(6i: -(7i-(6> 

Tr(3) Re-tr(5j I Re-tr (8) 

Keys/ Key 

A maf., E maj., A maj. A min. 



III-3rd division Coda 

Recapitulation Sectional 

A-B-A 1-2-3-4-5 

Parts 

a-b-a c a-b-a 
Themes 

(4) 
Tr (3)1 



1\ 

Ke>f \ 

i 



Keys 
A maj. ? A maj,, A maj. 

Rondo-Sonata 

There is another type of Rondo called the Rondo-Sonata form which 
combines features of both the Rondo and the Sonata-Allegro form (to 
be discussed later). The Rondo-Sonata form substitute a development 
section for the second subordinate theme of the Third Rondo form thus: 

ABA Development ABA Coda 

a-4>-a c a-b-a generally sectional a~b-a c a-b-a Sectional 
and based on 
Pr. Tk and/or 
1st sub. tk 



IE closing HM discussion of Rondo form, It should be pointed out 
to the listener that tibese forms liave provided the composer with a con- 
venient: and adequate vehicle for the writing of program music. 

Theme and Variation POOH 

Let us digress for a moment from deviation and fetam as a device 
and a form to a discosskm of unity and vatiety as on&d in varied repe- 
tition of one theme, called monothetwtic fmn* This depce Is afepc^t 



The Architectural Aspects of Music 

as old as music itself but ven with of the 

Classic and Romantic In the Classic the was strict, 

while in the contemporary the is freer. By 

evolution, the as a device in has resulted 

in forms in the of be either melodic, har- 

monic, or rhythmic. There are types of variation: (1) those 

motivated by a constantly recurring fragment of four or five 

measures in the bass Chaconne 

(harmonic) (see p. 45 f.) and (2i motivated by the variation of 

a complete melody usually in binary form. The number of variations 
ranges arbitrarily from four to thirty or more. This more familiar form 
of variation principle is the one we consider here. 

Erroneously called *The Harmonious Blacksmith," the example that 
follows illustrates the strictly classic (small) type of the theme and varia- 
tion form. This composition consists of a theme and five variations and 
the plan is predominantly rhythmic. The theme itself is two-part (bi- 
nary) form with each part repeated. The melody is in the upper part. 

Ex. 217. Handel; Suite No. 5 in E Md/or, Fourth Movement 



Tfum - ?t 1 



its 





Variation I employs the plan of a repeating design, harmony, and mod- 
ulations. There is a rhythmic change of two notes to one, 
Var. I. 








Variation II shifts the rhythmic pattern of Variation I to the left hand, 
but otherwise complements it. Though the notes are not the same, the 
spirit remains. 

In Variation III there is a repetition of design, harmony, and modu- 
lations, but the rhythmic pattern, now in the ; tqpper voice (right 1 hand), 
again becomes three to one. 

Var. III. 
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Variation IV to Variation III in that the rhythmic pattern, 

now in the part again, is three to one. The right hand now cor- 

to the right of Variation II. 

Variation V consists of complete scale passages which cascade from 
the to the left and back in a rhythmic pattern of four to 

one. The framework Is barren and the melodic line is obscured. 

The remains intact. 

Var. V. 




You probably observed while listening to this composition that the 
small variation is a simple form to follow since it consists of only one 
theme, which is repeated with regularity with unobtrusive melodic and 
rhythmic changes. 

The large variation form gained its greatest impetus through the mas- 
ter craftsmanship of Beethoven. He it was who introduced free treat- 
ment of the theme, a diversified key system, and the use of a second 
theme in a variation form. The movement we are about to describe, 
an innovation in itself, was made to carry a load the likes of which the 
variation form had never experienced before. In addition to the ten vari- 
ations, the form is enlarged to contain an introduction, a second theme, 
a codetta, and a grand coda. The movement begins with an eleven- 
measure introduction. 

Ex, 218. Beethoven: Symphony No. 3 (Broica), Op. 55, Fourth Move- 
ment 

Theme I: Two-part form, each part 8 meas, repeated 
Part I: HaroiOBic in character, meas. 1-43 







Part II. 
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Var. !: Observe the imitation in 

Part !: Augmentation of theme, rhythm two to 
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Part II. 




Var. II: Follows the classic tradition of three notes to one 
Part I. 

A 




Part II follows the same plan. 

Variation III contains what may be considered to be the real theme, 
since it is thoroughly melodic and since it is used in addition to the 
first theme to unify the movement. Notice how the new theme is super- 
imposed on the two rhythmic versions of the first theme, also the four 
to one rhythmic pattern. 

Part I. 




Part II follows the same plan. A transition to the key of C minor 
follows by means of old material, lifting the form from the dead level 
of the same key. 

Variation IV is a fugtffo a passage in fega! style as a part of a non- 

fiigal : imposition in the feey of, C minor. 
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Motives of Variation 1 are as embellishment. In this variation the 
form down Is the essence. 




Variation V is in the key of B minor. The melody of Variation III 
is heard. Part II appears in a rhythmic pattern of three to one and 
to the new key. 

Variation VI, in the key of G minor, presents a new militant melody 
which is heard over an augmentation of the first theme. 

Var, VI 




Variation VII begins in C major and moves to C minor and E-flat 
major aed serves as a transition. The plan is similar to Variation IV, 
utilizing the first and second themes. 

Variation VIII, in E-fiat major, presents a second fugato with the 
countersubject in a rhythmic pattern of four to one. 

A big climax is reached through the gradual entrance of all of the or- 
chestral instruments. At measure 329 there begins a long pedal point 
on the dominant of E-flat. 




Variation IX, IB Erfiat laafor modiies the theme of Variation III, and is 
in contrast to Variation VIII. Here the heroic manner is cast off and the 
mood is quiet and tender. 




Variation X eatei^ without benefit of a previous ' cadence and utilizes 
the theme of Variation III, Parts I and II of which are somewhat mod- 
ified. The variation mounts to another climax; the codetta,- at, fot 
orchestrated, mounts to another' 
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The Grand Coda (Prcsioi in E-flat the climax and 

utilizes from the 

It be obvious listening to this movement of the 

Eroica it is a piece of music. Its and 

will be by analysis, but the is of 

its quality, not its structure, Here full rein to his crea- 

tive powers and In so came op with a prophetic workfreeing the 

theme and variation form of formalism. 

Fugue 

Though more of a style than a form, the fegue nevertheless have 
certain characteristics. The fugue (derived from fugn, meaning flight) is 
dependent for its construction on the polyphonic elaboration coun- 
terpoint, Unit IV, p. 79 ff.) of a phrase called a subject which is Imi- 
tated (repeated) by a fixed number of voice?, generally three or four. 
Although two- and five-voice fugues appear in the literature, they be- 
come the exceptions rather than the rale. Written for instruments or 
voices, the term "voices" is always used when referring to the several 
parts. For example, the respective parts of a four-voiced fugue would be 
called soprano,, alto, tenor y and bass* 

Simple in plan 7 the fugue is basal on the principle of having each 
voice announce the subject in succession, usually in relationship of tonic 
to dominant ? the other voices continuing with a free counterpoint. If, 
on the second entrance of the subject called the answerthe continu- 
ing counterpoint is given some degree of prominence, it is called the 
countermbject. The fugue consists of an Exposition tie first statement 
of the subject by all voices followed by a section called an Episode- 
cither new material or rhythmic and melodic motives from the subject 
and/or the couDtersubject subsequently followed by a Middle Entry 
reappearance of the subject in an order different from that of the Ex- 
position. In this section there are a number of alternations of episode 
and middle entries at the discretion of the composer. A rfrrffo the pil- 
ing up or overlapping of the subject and answer at a closer time interval 
than occasioned their first announcement in the exposition usually fol- 
lows near the end for climactic and emotional effect A pedal point (see 
p. 106 ) oe the tonic or the dominant, or bottv often accompanies the 
foal statement of tie subject for added emotional Imped: which, leads 
to a''sbttog ptmctoating cadence at tie ,<aad. PsycM<^ca% speaking, the 
sdbject aend its repetitions Supply tite 'tension whtfle the ^episode mate- 
mi sopplies the iriaxatioii. : ' < _ . : ; ' , " , ; 
! Fugues >ie' section*! in, 'fonft , the isedioiis .being maiied off by ca- 

' ' : '; ! , ' ; - 

applied stamlane- 
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ously: If the is an repetition of the subject, it is called 

red; the answer is when, for harmonic reasons, certain steps are 

modified the interval g-d answered by the interval d-g. A double 

occurs when the same countersubject is sounded with the subject. 
Inversion occurs when the subject is fumed upside down upward move- 
ment of the subject becoming downward, and vice versa; augmentation 
(see p. 170) note values usually increased by twice their normal length; 
diminution (see p. 17(1) the opposite of augmentation; and, finally, ret- 
rogression known as cra&j the reading of a fugue subject backward 
from the right, last note, to left, first note. 

The following example, called the "Great" Fugue in G Minor in con- 
to the "Little" Fogue in the same key, is part of a composite work 
for organ. As seen by the title, the fugue is preceded by a fantasy a 
piece, highly impiovisational in character. We shall, of course, confine 
ourselves to the fugue, a masterpiece of structural perfection by a mas- 
ter craftsman of 'The Art of Fugue." 

Ex. 219. Bach: Fantmy and Fugue in G Minor 




This is a four-voice fugue with the voices entering in the order shown 

in the following diagram. 




The fugue is in five sections. Section Ithe Exposition (jest shown); 
Section II the Counterexpositioii has only three statements of the sub- 
ject (SAB) instead of four as in the Exposition; Section III fee Middle 
Entry develops the subject in wtiole or in part with the emphasis on 
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keys; Section IV has just of the (TSA> 

with a to the key of G In Section V the is 

four <STAB). In all the of the is 

with The to a climax with 

the last statement of the in the on a G 

major chord, Tierce de the use of a major for a 

final chord of a composition in a minor key. 

The fugue as a Its zenith In the Baroque in 

the persons of and Handel. Although the fugue as such was 
in the succeeding periods, composers continued to employ imitative pas- 

(fugato) in nonfugal choral and instrumental works. 

Sonata-AIIegro Form 

The term Sonata-Allegro form refers to the design of a single move- 
ment, generally the first, of a sonata, a symphony, or a concerto; thoogh 
it may occasionally be the form of the second or the last movement. 
The sonata-allegro" form embodies the familiar three-part (ternary) pat- 
tern, though, more complex. Its three divisions and their subdivisions are 
as follows: 



A 
Exposition 

Pr. th.- 
tonic key 

a-b or 
a-b-a 

(Transitional 
material, imperfect 

cadence) 



Sub. th. Closing sect, nearly related key 



Equal or 
nearly 
equal in 
length to 
Pr. th., hence, 
ending in perf, 
or imperf. 
cadence. 



Sectional with 
one or more 
codettas. 
Generally ends 
Exposition with 
definite perf. 
cadence. 



B 

Development 

Pr. th, or sub. th. or new 
material, various keys. 
Gliaracterized by the 
manipulation of motives, 
phrastis* or parts of the 
exposition. . 
Sectional, eactlng IB 
,, cadence. 



Recapitulation 

. th. Cl sect 
Tonic key 

Repetition exact One or more 
codettas, 
Generally 
ending in 
definite 
perf. cad. 



or modified. 

(Transitional 

material) 



Optional 
Coda 

Sectional, 
ending in 
complete 
cadence. 
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The the preceding material. 

Ex. 220. Sonata, Op. 14, No. 2, First Movement 




JSitkTI*. - llit f eriai t rttvisft 




The following architectural plan illustrates the organic growth of the 



themes of Ex. 220: 



Pr. th. 

Parts 

a-b 

meas. 1-20. 

Transition 

meas, 21-25. 

Key 

G 



A 
E^cposition 

Sub. th. 

Parts 

a-b 

meas. 26-40. 

Extension 

meas. 41-45, 

Key 

D 



CI. sec. 

Codetta 
meas. 46-62. 



Key 
D 



B 

Development 

Pr. th. 
Sectional 
I-II-III-IV 
meas. 65-123. 
Various keys. 



A 

Recapitulation 
Pr. th.-Sub. th. Cl. sec. 
As before, meas. 124-186 
Key Key Key 

G G G 



Coda 

Meas. 187-199 
Key 
G 



This Unit has shown BS that a great piece of music, like all great art, 
is a combination of many details. Though the whole composition is the 
sum of its parts, the whole is greater than its parts, for the whole alone 
can convey a complete aesthetic experience. We have explained and 
analyzed the many facets of unity aact Variety, from the structural ilaft 
in music (the motive) to the simple and kiger part forms of musical 



The Architectural Aspects of Music 197 

composition. Unity presupposes repetition and \arictj presupposes con- 
trasting material Form is given to music through a of mo- 
tives, phrases, periods, cadences and parts to units. Hie 
composition is a form, its arc >pecific only 
listening will provide. 




The Final Outcome: Style 



Style is omnipresent. Everywhere we are confronted with certain aspects 
of style in the realm of the arts, or with style in the mundane aspects 
of life. AH of us are aware of style in some degree. But what is style? 

STYLE IN MUSIC 

Obviously, style is easier to recognize than to define. Style in any art 
is a composite of those things which make it distinctive. Detail is the 
essence of style. In music the details which make it distinctive are rhythm, 
melody, harmony, color, and form, the artful blending of which hence, 
the composer's style is dependent on his nationality, the period in which 
he lives, his taste, and his musical vocabulary. Style, then, is the result 
of a composer's instinctive adaptation of material in relation to his life 
and times. Obviously, Bach could not write music in the style of Schoen- 
berg because our present ideas of rhythm, melody 7 harmony, color, and 
form were not yet available. Bach's style 7 then, is his distinctive use of 
the then known materials. 

Do not confuse style with technique. Hindeniith distinguishes clearly 
between the two when he says that "style is not wholly identical with 
technique. It is the peculiar manner in which a composer adds further 
component parts parts, however, that are not essential to the structure's 
functional mechanism; parts tihat are added after the main decisions of 
construction have been made, after the technical part of the composi- 
tion is virtually completed." 1 Style is the frosting on the cake. Style is 
an elaboration of a basic idea or ideas, not vice versa. New styles are 
built on seemingly outmoded ideas. 

In music, the word style may be applied in many different ways. We 
may mean lie composer's coloristic style the use of instruments or voices; 
melodic, rhythmic, or harmonic style; tie style of a period such as that 
of the Classic period; the style of a composer compared with that of 
another; the style of a nation compared to another French, German, 
Italian, t aL, or Western with Oriental style; operatic or instrumental 
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style; or and so on. Style and 

not be confused. Compositions in style but the 

form. For a of Haydn and Mozart be cast 

in the but the style of will van" from that of Haydn. 

The manner in which a harmony is 

called texture. and shies a horizontal lex- 

tore, while homophonic texture. A certain texture 

results, then, from a style. In listening to the texture of a com- 

position, we can determine its style. 

Consistency is the of a composer's style, or even of a 

of music history. The composer's style is determined from the way he 
handles his materials and of the time. Thus, from his prac- 

tice he establishes a certain set of principles. For example, if in the 371 
Chorales which Bach wrote, he avoided the use of consecutive ifths 
ninety-nine per cent of the time, we could rightfully say that consecu- 
tive ifths are not in the Bach style of chorale harmonization, and the 
few times the}' are found represent an exception and should be classed 
as stylistic impurities. Thus, consistency faithfulness to a principle de- 
termines a style. Likewise, the style of a given period, or that of a given 
country, represents the combined principles of the outstanding composers 
of that period or country. Thus, in the Classic period adherence to form 
became an 'established principle because most of the composers most of 
the time were practicing formalism. Therefore, if one wishes to write in 
the Classic style, he most adhere to the formalism, in addition to other 
facets of the style, of the Classic period. If one does not adhere to the 
principle of form, even though his music may contain the other prin- 
ciples of the period, we say that the piece is not in the style, and the 
composer's knowledge and sincerity is questioned. **The perfect: adapta- 
tion to conditions entails perfect unity of style, and it may be inferred 
conversely that complete perfection of style is to be found in perfect 
and relevant consistency/ 72 

The style of a composer and, hence, of his period, always to be viewed 
in relation to the architecture^ sculpture, painting, and literature of the 
era, is the product of his environmentreligion, politics, economics, phi- 
losophy, and art in general. Viewed in their proper perspective, we can 
identify worts of art as belonging to antiquity, the Renaissance^ or the 
twentieth century. 

Style does not remain constant; it is ever changing so that the style 
of a given period is not the style of the preceding one. For example, in 
Unit IV we discussed the textural aspects of naonophony, polyphony, 
and liOHiophony, in which we not only saw a shift in texture from mo- 
nopteoy to polyphony to homoptiOHy, bet also a shifting in Ideas of to- 
nality. This shift in style may be shewn in a cliaii as follows: 
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Stvle 



350 ! 1600 


1750 


1750 11900 


1900;-. 


Texture 


Texture- 


Texture 


Texture- 


moeophonic 
Tonality 


polyphonic 
Tonality 


homophonic 
Tonality- 


contrapuntal 
Tonality- 


modal 


modal, 


major, minor, 


avoided 




(major, minor) 


(modal) 





The given here are somewhat arbitrary, but convenient, and the 

remember that there is an overlapping of one era on an- 
other, so that there is never a clean-cut break or dividing line. Any style 
is anticipated In one period and refined in the next. 

STYLISTIC CONCEPTS BY PERIODS 

On p. 201 i. is a chart which is Intended to show In generalities what 
principles may be expected in a given period of music history. It should 
be remembered that there Is no clearly defined borderline where one de- 
vice or style ends and another begins. Rather, they overlap. So, in order 
to show such overlapping, all lines between periods, styles, and harmonic 
devices are dotted lines. Also included in the charts are the forms In 
which the harmonic devices were cast, as well as the names of com- 
posers who had the greatest influence on the progress of music. 
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STYLISTIC CHART I GENERAL (Continued) 



Renaissance 



Baroque 



Classic 



1400-1600 



1600-1750 



1750-1825 



Polyphonic Texture Horizontal 



I 

i 

I 
I 

i 

t f 

I Mass, Motet, Madrigal, An- f 

1 them. Chorale. | 

* Three and four parts. First 
1 inversions of complete f 

* triads. Chromatic tones add-| 
i ed to the harmonic stnuc- | 
f tare. An ti phonal style de- t 
I veloped. Tierce de Picardie | 
I introduced. Cantus Firmus . 
I elaborated. Diatonic met- . 
I odies in major and minor ofj 
I modal. No feeling of real . 
j tonality. Passing tones and 

* suspensions used. 



Homophonic Texture 



Tertian Harmony Major, Minor 
I 



Tertian Harmon v , 



-t- 

Mass, Motet, Madrigal, Can- 
tata, Oratorio, Catch, Cho- 
rale, Opera, Aria, Recitative. 
Poor-part writing with J 
seventh chords, all inver- * 
sions. Thorough bass. i 
Wider use of I-IV-V f 

chords creating a feeling of 
tonality. Modulations to * 
closely related keys. AI- i 
tered chords. Enharmonic | 
changes. Some chromatic | 
movement. Wider use of , 
passing tones, suspensions. t 
Two, three, or four simul- 

I 
i 



I 



taneous melodies. Tierce 
de Picardie. 



I Instrumental Music Begins: * 
1 Toccata, Canzona, Variation, 
I Fugue-like style, Dances, ' 

some program music. I 



Instrumental Music gains 
equal footing with vocal. 
Concerto grosso, Sonata, 
Concerto added to other in- 
strumental forms. Program 
music. 



I Palestrina, A. Gabrieli, G. f 

* Gabriel, Goudixnei, Jaime- t 
I quin, Hasler, M. Praetorius, * 
I Dufay, Okeghem, Jsaak, Des * 
1 Pres, Lasss Morales, Vie- lf 

* toria, Byrd, Efewland, * 

* Gibbons. * 
i t 



Bach, Handel, Monteverdi, 
Frescobaldi, Corelli, A. Sear-| 
iatd, Vivaldi, D. Scarlatti, 
Lully, Couperin, Rameau, 
Schutz, Buxtehude, Kuhnau, 1 
Tarani, Telemann, Purcell. ' 



Opera, Oratorios, German 
Lied, Glee, Ballet. I 

Basic harmonies of I, IV, Vj 
Bass figures of broken i 
chords called Alberti Bass. I 
Fairly distant modulations I 
sometimes without pivot I 
chords. Seventh and ninth | 
chords widely used. Strict j 
adherence to form. Simple i 
melodies. i 

\ 
i 
I 
\ 
\ 
J 

Instrumental Forms: Sym- J 
phony, Classic Concerto, i 
Classic Sonata, Variation, | 
String Quartet, Overture, 
Program music. 

I 

Haydn, Mozart, Beethoven, 
Boccherini, Gretry, W. F. 
Bach,C P. E. Bach,J. C. 1 
Bach. i 

I 

I 

I 
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STYLISTIC CHART I GEKEKAL 
Romantic 



I 

i 



Vcrtkal Contnpuntal-Horizontil * 

f I 



I * 

Major, Minor , PbstTertiaa-Tonality Avoided ' 

I 

I 



Opera, Oratorio, Anthem, Lied, English and Opera, Oratorio, Art Songs, Lied. 

French Art &ngs. Harmonic principles of tertian harmony I 

^uteuseofchordswithsuperimiKMedthirds, 1 abandoned % use of parallel ckwls, poly. I 

especially ninth chords. Some use of efev- ! tonality, atonal! ty, pan-dlatonici&ni. Much I 

enth and thirteenth chords. Harmonic and I use of disscwance. Ostinato revived by &er- 

melodic chromaticism used profusely, typi-j bus composers. Osttnato also used in jazz f 

fied by altered and unresolved chords. Re-, as the "riff 1 " and "fxMgie-wQQgie.'' Har- 1 

mote modulations. Fusion of major andj monic and melodic structure based on 1 

minor keys. Extended phrases by avoidance ' church modes to avoid tonality. * 

of strong cadences. Reversion to church 1 ' ' 

modes late In century to avoid major-mi nor* ' 

tonality. f ' 

r * 

'Instrumental Forms: Symphonic Poem, String | Instruroentil Fwrns: Sotitta, Prc^ram music, ! 
jQuartet, Symphony, Sonata, Overture, BaBet | Symphonic Poem, String Quartet, Concerto! 

J I grosso, Overture, Fngue, Balet-suites. , 

ISchukrt, Wagner, Franck, Tschaikowsky, f Debussy, Scri-abin, Sck^nberg, Hindeoiith, j 
jBraliimjItesiEijPiicdiii.Verdi^erloz, Bizet, Ravel, Satie, Miliud, Stravinsky, Bm6k,! 
Saint-Saens, Faiiii, Weber, Schumann, Men- 1 Prokofieff, Vai^fcan Wilams, Bkch, Gersh- 1 
delssohn, Chopin, Bruckner, Mahler, R. 1 win, 'Copland, Htrns, Kston, Hutton, Brit-i 
iStraoss, Uszt> Dvorak, Mousscxirgsky, Gri^, ' ten, MenottL Griffes, Berg. Webcrn, KreoeL i 
-^^ SaeBw,MacDawdL ' I 



1 

: 

i i i 

i i i 

1 ' ! 

1 ' 

1 i ; 
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RECOGNIZING STYLISTIC TRAITS 
OF TYPICAL COMPOSERS 

First, let it be that the information given in Chart II is not 

definitive for all known composers, or even for the specific composers 
we have chosen to summarize for recognizable stylistic traits. To make 
such a definitive study would require an almost endless amount of re- 
search. Such a study is not within the scope of these Units, We shall 
have to content ourselves, then, with some generalizations which are pos- 
"sible to make that will be indicative of some of the greater composers 
who seem to have dominated the period in which they lived, and who 
had a great deal of influence on the periods of music history which fol- 
lowed them. 

Just as it is possible for us to spot a new Cadillac or Ford by looking 
for certain stylistic features, we can, by listening to the harmonic struc- 
ture of a composition, determine the composer, or at least be able to 
identify the period. Poets, painters, sculptors, architects, writers, all have 
stylistic traits which identify them. 

As stated in the Preface, "the music literature of the Units is con- 
centrated in the Baroque, Classic, Romantic, and the Modem periods 
of music history." We propose in Chart II to start with the Renaissance 
so that we may show the connection between the "golden era" of po- 
lyphony and its culmination in the succeeding period in the crowning 
contrapuntal style of Bach. 
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PART I 

(For reference abbreviations see Appendix II.) 

UNIT I-AESTHETIC PRINCIPLES OF MUSIC 
AND THE ALLIED ARTS 

1. "Music with singing/' (SachsRMAW 21 j 

2. **S0ng did not grow out of impassioned speech, but arose coeval [of the 
same age] with speech, when men found perhaps by accident that they 
could make with their voices pure pleasing tones and intervals of 
tones, and eiprcss something of their inner souls in so doing/* (Parker- 
PAE 141) 

3. "With the Chukchi In Northeastern Siberia, 'the shaman ^ uses his drum 
for modifying his %'oicc ? now placing it directly before his mouth, now 
turning It at an oblique angle.* " (SachsHMI 34) 

4. 4t He ventriloquizes, sings through the nose, cries, yodels, yells and squawks, 
but is never what modern singers strive to be: at liberty and natural." 
(SachsRMAW 23} 

5. The dictionary gives the following definition of aesthetics: i4 The branch 
of philosophy "dealing with the beautiful, chiefly with respect to theories 
of Its essential character, tests by which It may be judged, and Its rela- 
tion to the human mind; also, the branch of psychology treating of the 
sensations and emotions evoked by the fine arts and belles-lettres." 

6. ApelHD 17 

7. Athenaeus says, "Pythagoras of Samos, with all his just fame as a phi- 
losopher, Is one of many conspicuous for having taken up music as no 
mere bobby; on the contrary, he explains the very being of die universe 
as bound together by musical principles." (AthenDE 411) 

8. Plato says in his Republic: ". . . because omissions and the failure of 
beauty in things badly made or grown would be most quickly perceived 
by one who was properly educated in music, and so, feeling distaste rightly, 
he would praise beautiful things and take delight in them and receive 
them into his soul, to foster its growth and become himself beautiful and 
good." (PlatoRE 259) 

". , . surely the end and consummation of culture is the love or tfae beau- 
tiWT (PlatoRE 265} 

9. In his Politics Anstode says: "A task and also an art or a science must 
be deemed vulgar if it render tbe body or soul or mind of free men use- 
less for tie employment and actions of virtue. Hence we entitle mtgsii: 
all such arts as deteriorate Hie conditions of the body, and also the in- 
dustries that earn wages; for they mate flue mind preoccupied and de- 
pacted." (ArisfPOL 6?9) ; '; , , ' ' 

rffes Ite says: "And since we accept j 
spkne 1 'p^lc^iiers, as ethical pefoiles, 
' ' " : ' 211 ' ' 
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distributing the various harmonies among these classes 
in nature akin to one or the other, and as we say that music ought 
to be not for the purpose of one beneSt that it confers but on 

account of several (for it serves the purpose both of education and pur- 
gation . . . and thirdly it serves for amusement, serving to relax our 
tension and to give rest from it), it is clear that we should employ all 
harmonies yet not employ them in the same way, but osc the ethical ones 
for education, and the active and passionate kinds for listening to when 
others are performing." (AristPOL 669f) 

10. Bocthius says: "The third is that which assumes the skill of judging, so 
that it weighs rhythms and melodies and the whole song. And seeing that 
the whole is founded in reason and speculation, this class is rightly reck- 
oned as musical, and that man as a musician who possesses the faculty 
of judging, according to speculation or reason, appropriate and suitable 
to music, of modes, and rhythms, . . ." (StrankSRMH 86} ^ 

11. "Professing to be more interested in the formulation of basic principles 
than in laying-down of rules to govern particular cases, he [Zarlino] looks 
on music as an imitation of nature and endeavors to derive his teachings 
tmm natural law. Starting from ratios for the primary consonances, he 
succeeds in arriving at many of the conclusions that modern theory draws 
from the harmonic scries {see p. 124] a phenomenon unknown to Zarlino 
and his time. . . . [He was] the first to deal with harmony in terms of 
the triad rather than the interval, the first to recognize the importance 
of the fundamental antithesis of major and minor, the first to attempt a 
rational evaluation of the old rule forbidding the use of parallel fifths 
and octaves, the first to isolate and to describe the effects of the false 
relation; . . ." (StrankSRMH 228) 

12. 'The spirit of the Renaissance eschewed medieval longing for the beyond 
and reinstated love of life as cherished by the ancients. Man and his nat- 
ural circumstances became the center of interest. The baroque contrib- 
uted to this new conception a keener sense for the comprehension of 
characters, passions, and 'affection. 1 " (LangMWC 435) 
"Rationalism sought in music as in other arts the "imitation of nature,* 
the cherished dogma and foundation of its musical thought. We should 
not, however, expect this to mean tone-painting or program music, or the 
imitation of sounds that can be found in nature,, such as the rippling of 
a stream, the bozzixig of insects, or the chirping of birds. While such 
things sometimes occupied composers, literal imitations form a very small 
part of the musical aesthetics of the baroque, the musical thought of 
which was first and foremost concerned with the tempo:* disposition or 
frame of mind, passions, and mental reactions characteristic of man." 
(LangMWC 436} 

13. Qiianfa in his method for the lute gives us a good idea of the music of 
this period. 'The Italian way of singing is profound and ^rtfal r at once 
moving and astonishing; it engages the musical understanding and fa 
pleasing, charming,, expressive,, rich in, taste, and stylish ia clelweiy; It 
transports the listener ia an agreeable w&y froin one passfofc to another. 
The French way of singing, eaoggecated' $aAe than nateial in express^ 
ing the passions and in volce y wanting in 1 taste, aai,,, sftylMi in (ieHveiy, 
and always the same; it is more for ainateiiis 'titan for musical ocpapts, 
better suited to drinking songs than to \mrnm arias^ and, ^hle It; amuses 
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the ^ senses, it the The 

way of is 

frequently and bizarre, difficult in it a 

of and a fair of 

in the it less 

The French way of Is but clear, and pure 

in delivery, easy to nor but intelligible 

to every and to the It of 

harmony, for the are for the part by the 

composer; at the time. It is, for the expert, conducive 

to selection." 594) 

14. **!n taste consisting, like the German taste* in a mixture of the tastes 
of various something similar to its some- 
thing, then, with which it cannot be Considering everything 
said up to this point about divergence in taste, the purely Italian must 
have the preference over the purely French; yet, since the former is not 
as thorough as it was, having become audacious and bizarre, and since 
the latter has remained all too simple, everyone will concede that a mixed 
taste, of what is in both, must be unfailingly more gen- 
eral and more pleasing. For music that is accepted and pronounced good, 
not by a single country or by a single province or by this or that nation 
alone, but by many peoples that is pronounced good, nay, that, for 
reasons offered, cannot be pronounced other than good most be, if based 
in other respects on reason and sound feeling, beyond all dispute the 
test." (StrankSRMH 597f) 

15. StninlSRMH 746. 

16. StmnkSRMH 777. 

17. StrankSRMH 788f. 

18. HanBM 66. 

19. ApelHD 378f. 

UNIT II-THE ART OF LISTENING 

1. HanBM 20 

2. "Wb3e listening to the musical structure, as it enfolds before his ears, 

he [the recipient} is menially constructing parallel to it and simultane- 
ously with it a mirrored image. Registering the coiapositicia's compo- 
nents as they reach him he tries to match them with their correspond- 
ing parts of his mental construction. Or he merely surmises the conipch 
sltioifs presumable course and compares it with the image of a musical 
structure which after a former experience he had stoned away in life 
memory- In both cases the more closely the external musical impression 
approaches a perfect coincidence with his mental eqcpectatioa of the coin- 
' poeitioD, the greater wil be hb aesthetic sanction/* (HiadCW 16) 
5. *Tlbe reactions mxtsic' evokes are iMfelfiip, but they arse tie image$ r 
; '" memories of fediags." (HmdCW ' 38} ;: , ' ; > , ; ', 
' jBfelectiialy'we btiid ijp'stradtees jwimlel to actual asBoHa^ ones* and 
mental sbrochices receivte wi^ht and moral raeaiuiig tecMi^i life 
we asiscatup towapcis ttefr audible or imagiiiaiy 'Opgrn^'dfto: we 
1 ' 'music to impress m mk its e&ic power,' r^e 1 taas- 
stei^tk EmotioMlfy vc simply ,aws, slaves ?oi, mesial 
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Impressions and react to their stimulus, inevitably and^ independent of 
our own will power, with memories of former actual feelings." (HindC\\ 

41f) 

5. ''[This] is the way of all experience, whether commonplace or creative, 
for every experience begins as a vague impression which grows in definite- 
ness and in meaningfulness with repetition. But there is a difference be- 
tween commonplace and aesthetic familiarity. Commonplace familiarity 
is Mbitmtmn, and habitation is decline and not growth of interest and 
significance of what is experienced;* (SchoenUM 149) 

6. ''Every form has a structure, but where the purpose is to understand the 
whole for what it is in 'its wholeness, the dissections of it into parts can 
result only in an intellectual understanding, not on its esthetic apprecia- 
tion. There is, of course, an intellectual phase in art, but this is a means 
to an end." (SchoenUM 155) -1,1, 

7. "The way of interpretation consists in baiting the music to catch the 
attention' of the listener. The bait used is either a story about the selec- 
tion, what the composer intended to express through it, anecdotes about 
the composer, or its historical setting and importance." (SchoenUM 161) 

8. "The psychological fact that must serve as a guide for the formulation 
of an educational procedure for the musical hearing of music is that ex- 
pression is a function of the degree of experience, and this is in turn 
conditioned by the degree of one's sensitivity to the source of experience." 
(SetioenUM 169) t , . , 

9. "The seed of esthetic experience is thus implanted in the soil ot inborn 
sensory equipment. It is not of the same quality in all persons, but in 
all it needs the same cultivation in order to reach its full fruition. For 
music this means the cultivation through exercise, of the individual's 
auditory endowment for the perception of the melodic and harmonic 
elements of musical form." (SchoenUM 176} 

10. "Unlike current methods, it concentrates upon experience with tone m 
place of tdk about torn, and thereby contains the promise of building 
the habit of listening to music which will have no room for extra-musical 
intrusions. . . . The cultivation of the attitude of paying close attention 
to the tonal material that is being directly presented is a more urgent 
meed of our day than ever before, because at no previous period has there 
teen so much talk, and so much of it irresponsible, as is now pouring 
into Hie ears of millions of music listeners." (SchoenUM 179f) 

11. "Scboen's tieory is only a modification of the older theory of Hanslict. 
The aesthetic response is described as a detached, subjective experience, 
complete within the individual He has tried to demonstrate how much 
form-niiodediiess is inherent, a natural power, by relating it to the more 
simple discriminatory reactions to pitch, loudness, etc. This may follow 
if one accepts the inheritance of such sensory capacities. However, the 
foregoing ctapfeis [of Londin's An Objective Psychology of Music] have 
demonstrated tliat such discrimiiatory responses are not inherent but ac- 
quired, so it follows that the aesttetic response as Schoen has tried to 
describe exists can only be examined in tepns of verbalizations. Certainly, 
it is not subject to any obfeGtwe analysis or investigation. Finally, I 
[Lundin] know of no evidence to support tlie contention that the in- 
dividual who depends OB his associations, feelings, and imaginative re- 
actions for part of the aesthetic eaioysient is tie less mesical or that 
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reactions an nttt^anh outside of flit 1 Jistlitiic experience. I ILun- 
din] be3ie\c arc just a\ a pjrt of the aesthetic rtspome'as is 

the of in the object." 'LundinOPM 168) 

12. 0PM 171. 

15. "The aesthetic response equipment of the organism is directed whole- 
heartedly the stimulus object. Such an 

is going to require of the organism's equipment. It Is an active 

type of reaction imohing The habits of attention ^hich 

us to this activity arc a matter of practice and skill." 

{LundinOPM 171) 

14. **The aesthetic is a reaction. Without this de- 
veloped ability, the of flic objective world may be 
completely lost. It involves a perception of the qualities of the ob- 
ject. At moment: we may perceive the rhythmic progressions, the 
harmony, the melody, or all the elements combined. Acquiring such per- 
ceptive ability means inciting enough detail in the stimulus to engage all 
the organism's equipment. Such perceptual habits are usually di- 
rected toward the formal aspect of the stimulus the patterns, rhythms, 
melodic construction, etc/* (LundinOPM !7if) 

15. 4< It is an attentive state, with musculature and all the senses alert and 
active, following every detail of the stimulus and making the experiencing 
of it a forceful and vivid awareness. With so much bodily activity in the 
perception of the stimulus, meaning is crowded into it richly, and these 
meanings are the unusual, impersonal, and abstract in contrast to the 
concrete and practical meanings of ordinary day-to-day activity. AH of 
these activities are made more poignant because they occur on a back- 
ground of widespread and unlocalized bodily sensations, especially from 
the involuntary muscles and viscera which give the experience affective 
and emotional qualities." (HevnerPR 257) 

16. "If we take any piece of popular music, whether the popularity be ephem- 
eral or more lasting, like that of popular classics, and study its predomi- 
nant traits, we ind that it is either tuneful, exciting, sentimental, pic- 
turesque, dramatic, or astonishing. All these traits go back to the child- 
hood of music and are characteristic responses that children make to mu- 
sic before they attain the aesthetic stage of mental growth." (SchoenUM 
127) 

17. "Popular music tends to reach the maximum of pleasantness at an early 
repetition, whereas classical selections reach their affective height with 
later performances, . . . Popular music reaches a peak in affective value 
followed by a rapid decline in pleasantness with confined repetition." 
(LundmOPM 152) 

18. 4 * Classical selections tend to gain more in pleasant affective value with repe- 
tition than do popular ones. . . . With repetition,, compositions considered 
by experts to be fte greatest in musical aesthetic value show the greatest 
gain in affective reaction with repetition." (LuBdinOFM 152) 

19- "Great music is music that is beantiftil r music that one not only lifces 
but lives. The difference is between commonplace md creative experi- 
ence, between ordinary pleasure and aesthetic enjoyment." fScioenUM 
!2!f) 

"Great music is that which rises above what is commonly familiar and 
is, presented in an uncommon .way." (SdboealJM 125) 
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"We do not designate it [music] as an object of art until many individ- 
uals find it beautiful. Thus the beautiful characteristic of the object has 
a cultural stimulus function. It is not typically idiosyncratic, to be en- 
joyed by only one person. Rather, it has the same significance for more 
than one person." (LundinOPM 170) 

PART II 

UNIT III-THE PULSE OF MUSIC: RHYTHM 

1. "It is a well-known fact, cited in most discussions of this subject, that 
the motor mechanism of the body is somewhat attuned to rhythm. When 
we hear rhythmical sounds, we not only follow them with the attention, 
we follow them also with our muscles. With hand and foot and head 
and heart and respiratory apparatus. Even where we do not visibly move 
in unison with the rhythm as we usually do we tend to do so ? which 
proves that in any case the motor mechanism of the body is stimulated 
and brought into play by the sounds. There is a direct psychological con- 
nection between the hearing of rhythmic sounds and the tendency to 
execute certain movements." (ParkerPAE 138f) 

2. ". . . There is an equally direct relation between emotions and tenden- 
cies to movements, through which the former find expression and are 
given effect in the outer world. To every kind of emotion love and 
hate, and fear and sorrow and joy there corresponds a specific mode of 
motor manifestation. The connection between rhythmic sound and emo- 
tion is therefore plain. The link is a common motor scheme. Rhythms 
arouse into direct and immediate activity the motor 'sets' that are the 
physical basis of the emotions, and hence arouse the corresponding emo- 
tions themselves without any ground for them outside of the organism. 
And these emotions, since they are aroused by the sounds and not by 
any object to which they might be directed and upon which they might 
work themselves off in a meaningful reaction, are interwoven into the 
sounds, they and the sounds come to us as a single indissoluble whole 
of experience. The emotions become the content of the sounds. And 
hence the strangeness of the musical experience the fact that we feel 
so deeply over nothing." (ParkerPAE 139) 

UNIT IV-THE LINEAR ASPECTS OF MUSIC: 
MELODY AND COUNTERPOINT 

1. "Propinquity ... A tonal progression proceeding from one note to an- 
other by small intervals gives a greater unity and coherence to a series 
of tones than large skips do. That is, the closeness of the tones gives 
them organization, so that we are able to call the result a melody. An 
analysis of melodies shows that skips of sevenths are rarer than skips of 
seconds and thirds. When large skips do occur, they are usually followed 
by smaller changes in the interval of progression." (LundinOPM 69) 

2. "Repetition. Another attribute of melody is the repetition of its elements. 
. . . The point to be remembered is that melodies frequently involve the 
repetition of the same notes, and this attribute helps us characterize a 
particular tonal configuration as a melody." (LundinOPM 69f) 
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x "Finditv. A attribute of is or is 

cadence. The feeling of by a of 

or a certain of give the of conclusion, and 

it is a 

**\Ve have the IE a is a re- 
of what we are to Certain are preferred be- 
often way, thus the cultural evo- 
lution of our However, all psychologists clo not 
follow this interpretation." (LundinOPM TOf) 

4. "Psychologically, any tonal a If It gives an 

of a sequence, not merely a haphazard collection 

of of different pitch. There arc then tonal that never 

constitute a melody and others that invariably do so/* (SchoenPM 32) 

5. **It as characteristics of the melodic line the single 

of the climax, and its location near the end, between a long 
ascending a short descending branch would have their roots out- 
side of music or art altogether in physical and psychical provinces. 
"In the progress of many natural phenomena similar conditions prevail 
There are thunderstorms with a marked tendency to rise to a mounting 
fury by com tively slow and to abate quickly after their most 

vehement outbursts. It is the pattern of many illnesses to develop slowly 
towards a "crisis" after which recession and reaction set in quickly. It is 
also the trend of slowly developing anxieties, fears and hopes to be quickly 
released after the materialization of their objective. Finally, the phenom- 
enon touches upon the physical-psychical borderland of our love-life. 
"These natural tendencies lie, metaphorically speaking, hidden in the 
work of art. The artist, in the process of creating his work is not con- 
scious of them. But his work is a pulsation and manifestation of nature. 
Imbuing him, the man, nature imbues his work with her own features/* 
(TochSFM 82) 

6. PanyEAM 20. 

UNIT V-THE VERTICAL ASPECTS OF MUSIC: HARMONY 

1. BudgeSCF 61. 

2. Op. eft. 

UNIT VI-NEW TONAL CONCEPTS 

L TochSFM IMF. 

2. LuddenMC 61 

3. MusAM 13. 

UNIT VH-TOE ACOUSTICAL ASPECTS OF MUSIC: 

TONE -COLOR 

L "There* are two theories of tone quality, botit of which are necessary to 
explain the tee qualities of musical imtaimeiits. Neither tells fee whole 
,stoiy alone. Tbe tmmcmic Umxrj states that the; characteristic tone .qual- 
ify ,of an jnstapnent fe 'doe. eafely to 'tibe letetwiisiiip among faada- 

toetital tod tipper partial^ which irfatioiisMp is supposed to remain TO- 
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changed no matter what the fundamental is. ... The formant theory 
states that the characteristic tone quality of an instrument Is dee to the 
relative strengthening of whatever partial lies within a fixed or relatively 
fixed region of the musical scale. . . . Thus, according to the harmonic 
theory* if the instrument plays a different pitch, the vibration form will 
be similar, since, although the particular harmonic series will be shifted, 
its members will still retain the same intensity relation to each other. 
But according to the formant theory, whatever partial lies within or close 
to the formant range will be strengthened. If the pitch of the funda- 
mental changes, so that some other partial conies into the formant range, 
this partial will be strengthened. Thus, although the formant range is 
ixed, the vibration form will change as the fundamental changes." 
IRarthAM ISff) 

2. SeaPM 33. 

3. SealSBM 62. 

4. In general, the following areas are covered in the good voice studio: 
' (FieldTSV lOf) 

"Breathing the activation and control of the respiratory organs in sing- 
ing. 
"Phonation the inception of vibratory activity in the glottis to produce 

voice. 

"Range extent of the musical scale covered between the lowest and 
highest pitches of the voice. 

''Dynamics the variation and control of loudness and varying power of 
tone. 

"Ear Training developing hearing acuity for vocal sounds. 
"Diction enunciation and verbal intelligibility in vocal expression [Eng- 
lish, French, German, Italian if the singer has professional intentions], 
"Interpretation the communication of mood and thought values in sing- 
ing." 
These skills can be accomplished through exercise and appropriate song 

material. 
5. CopWLM 80ff. 

PART III 

UNIT VHI-JUXTAPOSmON OF MUSICAL ELEMENTS 

UNIT IX-THE ARCHITECTURAL ASPECTS 

OF MUSIC: FORM 

1. SchoenUM 18. 

2. SchoenUM 12. 

3. "Every combination of a few tones is apt to become a motif and, as 
such, to pervade and feed the cellular tissue of a composition, emerging 
and submerging alternately, giving and receiving support and significance 
by turns. It revives and animates, and is revived and animated, in a con- 
tinuous cycle of give and take. It lives on repetition and yet on constant 
metamorphic [transformation], polymorphic [assuming various forms, char- 
acter or styles], opalescent [reflecting colors) in itself, it takes on the hue, 
the flavor, the very mood of the environment in which it is imbedded. 
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It ^niootht's and ruffle, it -this jizd .iir-ii-a-. it hndgt^ and rc 
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UNIT X-TIIE FINAL OUTCOME: S1YLE 

L HmdCW 114. 
2. Pam-SMA 24. 
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PART III 

UNIT VHI-JUXTAPOSmON OF MUSICAL ELEMENTS 

Adequate source material may be obtained from the general bibliog- 
raphy listed for each Unit. IB addition, the listener is directed to the many 
references listed in Appendix IL 
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UNIT VII-THE ACOUSTICAL ASPECTS OF MUSIC: 
Classification of Vocal Tone Color 

In addition to acting, opera requires that a singer reflect the part in the 
character and tone color of his voice. This means, of course, that voices 
are used in opera to portray specific character types. Opera, therefore, 
demands a high degree of specialization the cantata and oratorio are 
less exacting on the part of the singer. The voices are shown below from 
the highest to the lowest in each classification. 

OPERATIC VOICES WOMEN: 

Coloratura Soprano. This voice is the highest of the sopranos and is 
exceedingly flexible, taking scale passages and trills in stride. Its tone 
color is clear and brilliant, being likened to that of the flute, with which 
it sometimes does duets. If it were not for the vibrato, this voice would 
sound cold because it contains few overtones. Some coloraturas can sing 
the F above high C f 3 . 

Lyric Soprano. Here is a voice which is flexible and capable of express- 
ing personal feeling rather than incidents or events. The tone color is 
light but heavier than the coloratura. A pleasant singing (cantabile] 
style is required. 

Dramatic Soprano. The dramatic soprano is possessed of a powerful 
voice which is capable of great emotion, dramatic characterization, and 
declamatory ability. This voice is heavier and darker than the lyric soprano. 
Mezzo-sopranos and contraltos may develop into dramatic sopranos. 

Mezzo-Soprano. This voice is, literally, half soprano and half contralto 
in that its tone color is heavier than the dramatic soprano and lighter 
than the contralto. Its range usually lies between these two voices. 

Contralto. The contralto voice is quite dark, heavy, rich, and mellow, 
even somber in color. It is the lowest of women's voices. The real contralto 
is rare. 

OPERATIC VOICES MEN: 

Lyric Tenor. The description of this voice corresponds to that of the 
lyric soprano, and is the highest of men's voices. Some lyric tenors are 
able to sing the C above middle C. 

Dramatic Tenor. The dramatic tenor is a robust voice and is darker in 
tone color than the lyric tenor. It is capable of the same dramatic and 

247 
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histrionic qualities as the dramatic soprano. The voice of the Heldentenor 
is agile, brilliant in tone color, and expressive. Sometimes a high baritone 
will develop into a Heldentenor. This type of voice is required of the 
hero in Wagnerian operas. 

Baritone. This is the middle voice between tenor and bass. Its color 
is darker than the lyric tenor but lighter than the bass. The bass-bari- 
tone's tone color is darker than the baritone but lighter than a real bass. 

Bass. The bass voice may be of three types: the basso cantante singing 
bass; the basso profundodeep, heavy, powerful voice of solemn stately 
character; and the basso buffo an agile bass voice suited to comic roles 
in operas. 

Classification of Instrumental Tone Color 

WOODWIND REEDS : 
Piccolo (in C). 
Ex. 1. Range 



Heads 

The piccolo in C, sometimes called the octave flute, is the one gen- 
erally used in the orchestra, while the D-flat piccolo is usually employed 
in bands. The D-flat piccolo sounds a minor ninth higher than the written 
note. The tone color of the piccolo may be described as brilliant, bright, 
vivid, hard, and in the upper register, penetrating, and even piercing. 
Therefore, the composer uses the extreme upper notes sparingly and with 
care, usually for climactic effects. The piccolo represents the highest 
soprano voice in the woodwind section. Being a cylindrical, open pipe, the 
piccolo overblows at the octave. 

Flute. 

Ex. 2. Range 



Raals Sounds 



The flute, twice the size of the piccolo, is the next highest of the soprano 
voices and, like the piccolo, is quite agile. It is capable of fast scalewise 
passages, arpeggios, grace notes, trills; double, triple, and flutter tonguing. 
The fingering is similar to that of the piccolo and, like it, is played in a 
horizontal position. The tone color of the flute in the lowest register 
may be described as soft, cool, fluid, feathery, velvety, and breathy, but 
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in its higher registers it is clear, pure, and bright, largely because of the 
fewness of overtones. The alto flute is self-descriptive. It is pitched in G 
and is therefore a transposing instrument. The alto flute sounds a fourth 
lower than the written note reads C, sounds G. Its best range corre- 
sponds to the lowest tones of the flute. There are usually three flutes in 
the orchestra, one of which doubles on the piccolo. 

Oboe. 

Ex. 3. Range 



3Uads Sounds 

The oboe is a double-reed instrument of conical bore, which means 
that it overblows at the octave. The column of air in the instrument 
is vibrated by a double reed which is inserted in the upper end. All the 
double-reed instruments are held perpendicularly to the body. The double 
reed is made with two pieces of cane bound together. Dating back to 
early history, the oboe remains one of the most difficult instruments to 
play because, surprisingly, it takes so little air to play it. Therefore, the 
player's ability to control the air pressure is the very secret of playing the 
instrument. The oboe does not speak as fast as the flute and therefore 
adapts better to a singing style. Its tone color may be described as nasal 
and reedy, due to the presence of a large quantity of overtones. The 
middle register may be described as sweet, and its upper register as pene- 
trating. The tone color of the oboe may be further described as pastoral or 
plaintive. There are usually three oboes in the orchestra, with one of them 
doubling on the English horn, which we learn about next. 

English Horn. 
Ex. 4. Range 



B.aads ""^Sounds 

The English horn a transposing instrument belonging to the oboe 
family of double-reed instruments, is considered an alto oboe and, of 
course, corresponds to the alto voice in the choir. It is longer than the 
oboe* and in order to facilitate its playing, a small metal tube is attached 
to the upper end. This tube is bent back toward the player and the 
double reed is then attached to it. The English horn is further dis- 
tinguished from the oboe by the pear-shaped bulb at the lower end. It 
is this bell which largely accounts for the tone color of the English horn. 
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Its tone color is soft and rather melancholy, and the sound in its lower 
register is thick and heavy. It speaks more slowly than the oboe, but the 
tone is not quite as difficult to control as the oboe. Being of conical 
bore also, it overblows at the octave. Though the English horn is not of 
English origin, it is thought that it derived its name from a poor trans- 
lation of the French cor angle (bent horn) which was later corrupted to 
cor anglaise. 

E-Flat Clarinet. 
Ex. 5. Range 



Sounds 



The E-flat clarinet, a small instrument, is one of the members of the 
clarinet family and is the high soprano of a group characterized by the 
use of a single reed. Being a transposing instrument, it sounds a minor 
third higher than the written note. The tone color of the instrument is 
rather crude and very piercing in its highest register. The low and high 
registers are its best; the middle one is weak. It is sometimes used to 
produce burlesque or comedy effects. Having the acoustical properties 
of a stopped cylindrical pipe, it overblows at the twelfth. 

Clarinet in B-Flat 
Ex. 6. Range 



Xt<ldS """"Sounds 

The clarinet in B-flata transposing instrument is by far the most 
important of the single-reed instruments. The clarinet has a more recent 
history than the oboe, coming into wider use since the time of Mozart, 
who is perhaps responsible for giving it its impetus through his later 
symphonies. Since that time, there are not less than two or more than 
four clarinets in the orchestra, the average number being three. Unless 
one is at close range, the oboe and the clarinet may be confused. At 
close inspection it will be seen that the mouthpieces differ greatly. The 
clarinet's mouthpiece is tapered to a smooth edge with a flat reed at- 
tached to its back. The clarinet is quite versatile and has a wide range 
of usable tones and tone color. Its tone color may be described by the 
following terms: smooth, clear, rich, warm, velvety, full, brilliant, silvery, 
and creamy. It may be likened to the prima donna soprano and is capable 
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of singing of love or anger. The instrument is capable of a wide range of 
dynamics. In the clarinet's lowest register the chalumeauit is rich, 
dark, and sonorous, while its top range is bright and penetrating. The 
clarinet is cylindrical and overblows at the twelfth and thus acts as a 
stopped pipe. The clarinet in A has most of the characteristics of the 
one in B-flat, but is used in symphony orchestras because of the ease in 
playing in sharp keys. The clarinetist in the dance or radio band uses only 
the B-flat instrument. All the clarinets are fingered similarly and are held 
perpendicularly to the body in playing position. 

The alto clarinet in E-flat has most of the characteristics of the B-flat 
instrument. It is fingered similarly, but its tone color is somewhat more 
"reedy/' and its playing range is lower. The alto clarinet is a transposing 
instrument sounding a major sixth lower than it reads and, of course, 
sings an alto part in the clarinet choir. 

Bass Clarinet in B-Flat. 
Ex. 7. Range 






TUa.l3 Sounds 



Sounding a major ninth lower than the written note, the bass clarinet 
is both played and written like the B-flat clarinet. The instrument is 
larger, of course, and is not as flexible in playing and speed as the B-flat 
clarinet. The tone color is darker and heavier, especially in its lower 
register. The bass clarinet is used more extensively in the symphony, 
opera, radio orchestra, and the band, because of its expressive grave 
to humorous and utilitarian capabilities as well as its wide dynamic 
range. The bass clarinet might easily be mistaken for a saxophone were it 
not for its wooden barrel. 



Saxophones. 
Ex. 8. Range 
Soprano Alto 


Tenor Baritone Bass 




m in 


in in in 
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All saxophones are single-reed instruments. They are of conical bore 
and overblow at the octave. The body of all saxophones is made of metal 
(some are now made of plastic). The tone color is between that of the 
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woodwind and the brass; as a result, these instruments have been classed 
as hybrid instruments, being neither woodwind nor brass. To date, saxo- 
phones have been used but rarely in symphony orchestras. There are a 
number of reasons for this, but the principal one is that their ranges 
duplicate those of other reed instruments. The fingerings and the written 
ranges for all of them are similar. The alto saxophone in E-flat is perhaps 
the most widely used instrument of the saxophone family. It is quite 
flexible and versatile, and its tone color generally smooth and mellow. 

Bassoon. 
Ex. 9. Range 

ii f> " _ ._ ii.*l'" 



The bassoon is a double-reed, nontransposing instrument serving as 
the bass voice for the woodwind section. Its long cylindrical tube is bent 
back on itself for ease in handling. Though much larger than the oboe, 
it is much more flexible. In its low register the bassoon is reedy and nasal, 
while at high range it is mellow and delicate, even pale. It is quite 
capable in solo passages, being particularly good at depicting humor in its 
low register. It has a wide dynamic range. The tenor clef (see p. 85) 
is often used so as to limit the reading of so many ledger lines above 
the staff. 

The contra bassoon 7 or double bassoon, is the low bass voice of the 
woodwind choir. It is actually sixteen feet in length, but is doubled back 
on itself four times for ease in handling. The bell, unlike that of the bas- 
soon, points downward. The contra bassoon sounds an octave lower than 
the bassoon. Its lowest and highest tones are rarely used. It speaks slowly, 
and the tone color and intonation are inferior to that of the bassoon and 
therefore is used mostly as a harmonic instrument. The fingering is the 
same as for the bassoon. There are usually three bassoons in the or- 
chestra, one of which doubles on the contra bassoon. 

BRASS INSTRUMENTS WIND: 
Horn in F (French Horn) 
Ex. 10. Range 






Having its origin in the hunting horn, the French horn was not intro- 
duced into the orchestra until the late seventeenth century, having mate- 
rially reduced its size from the parent instrument. The modern French 
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horn, so-called to distinguish it from the English horn is a far cry from 
the hunting horn which could produce only the natural (open) tones 
of only one harmonic series. Horns of different sizes were therefore neces- 
sary to play in different keys. Later, by using different crooks additional 
pieces of pipe which were inserted in the body of the instrument the 
horn player could play in different keys by changing the crooks. Today 
the French horn is capable of producing a chromatic scale through the 
use of rotary valves whose invention has revolutionized horn technique. 

Although the French horn does not play the highest part in the brass 
section of the orchestra, its place in the score following the woodwinds is 
the result of seniority within the brass section and also to the fact that 
the French horn is often used with the woodwind section. In this capacity 
it performs a valuable function in the orchestra because it serves as a 
bridge of tonal color between the woodwinds and the other members of 
the brass family. The part played by the French horn corresponds to the 
alto of a choral group. 

The French horn is an instrument of conical bore wound into a spiral 
which flares out at the lower end into a large bell. It has three or four 
rotary valves and its mouthpiece is funnel-shaped. The tone color of the 
French horn may be described as soft, mellow, full, and warm because 
it is so rich in overtones. By placing the hand in the bell, called muting, 
the horn player can not only soften the tone but change its color and 
pitch. Played loudly, the tonal color is somewhat brassy. In the hands 
of an experienced player, the horn is expressive and beautiful, though 
quite difficult to play. As can be seen from Ex. 10, it is an instrument 
of wide range. It is a slow-speaking instrument and for this reason does 
quite well as a solo instrument. Though any number of horns may be 
called for in an orchestral score, the usual number is four. 

Trumpet in B-Flat. 
Ex. 11. Range 



Sounds 



Being the highest of the brass voices and also a transposing instru- 
ment, the trumpet is of cylindrical l>ore which flares out into a bell of 
considerably smaller proportions than the French horn. Using a cupped 
mouthpiece, the player produces the natural (open) harmonic overtones 
by changes of embouchure. The modem trumpet, introduced in 1813, 
is provided with three piston or rotary valves which make it possible 
for the player to produce a complete chromatic scale. Like the French 
horn, the trumpet went through the natural and crook stage before the 
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valve system was introduced, the latter giving the trumpet great flexibility 
and brilliant colors. Capable of a wide range of dynamics, it is also quite 
expressive and, with the aid of a mute a. hand or a pear-shaped card- 
board device the player can soften the tone and, at the same time, 
change its color and pitch. Three standard mutes provide a variety of 
tone colors and effects. The trumpet is often used as a melody instru- 
ment, but is equally at home in fast scale and rhythmic passages. Standard 
practice in the modern orchestra is to use three trumpets. 

Though more mellow, but similar in tone production, the cornet in 
B-flot is fingered the same as the trumpet. Its use is usually confined to 
the brass band. 

Tenor Trombone. 
Ex. 12. Range 



Sounds 



Using a cupped mouthpiece coupled to a long piece of metal tubing of 
cylindrical bore for two thirds of its length, the trombone flares out into 
a bell somewhat larger than that of the trumpet. The instrument is 
actually in two pieces, the second part being a slide which, when attached 
to the bell and the mouthpiece portion, permits the player, by moving the 
slide to and away from himself, to fill in the half steps between the 
natural tones, thus creating a complete chromatic scale. The trombone 
is pitched in B-flat. As its name indicates, the tenor trombone sings a 
tenor part in the brass section. Its tone color is rich, smooth, and less 
brilliant than the trumpet. The mutes used are of the same variety as 
those for the trumpet. The trombone is capable of a wide range of 
dynamics from very soft to very loud. It can be bold, powerful, and 
majestic, or quite lyrical. It is also capable of humorous caricature. Stand- 
ard practice calls for three trombones in the orchestra. 

Boss Trombone, 
Ex. 13. Range 



m 



S annas 



The bass trombone, pitched in F, is similar to the tenor trombone, but 
its compass ranges from a fourth below the latter and, obviously, is used 
to supply a bass part for the brass section. The bass trombone player 
may double as one of the three tenor trombones previously mentioned. 
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Tuba. 

Ex. 14. Range 



Read.3 Souxdi 

Pitched in BB-flat or E-flat, but treated as a C instrument, the tuba is 
the double bass of the brass family. It consists of a huge spiral of brass 
tubing of conical bore ending in an enormous bell. The instrument is 
supplied with a cupped mouthpiece. There are four or five valves to help 
supply the chromatic scale. Used largely as a harmonic instrument, it 
may also be treated melodically. It is sometimes used to portray gro- 
tesque or ominous characters. Usually there is one tuba in the orchestra. 

PERCUSSION INSTRUMENTS OF DEFINITE PITCH: 

Timpani. 

Ex. 15. Range 



The chief instrument of this group is the timpani, or kettledrum. The 
timpani, used in pairs, threes, or fours, consists of a metal hemisphere, 
generally of copper, covered with a "head" usually made of calfskin, 
which may be tightened or loosened for tuning purposes either by screws 
around the rim which are turned by hand or, as in the case of modern 
timpani, by a pedal device. The head can be stretched so tightly that 
definite pitch can be recognized when struck. Two sticks or mallets are 
used for striking the "head"; one end of each stick is usually covered 
with felt. The timpani are tuned to the tonic and dominant (fifths) of 
the key of the composition as follows: 

Ex. 16. Tuning the Timpani 

Two Timpani 

Swfl.ll | Q* ' ' 



ThvAft 1 Timpani 
taxge OjtcVujitm 

Besides being useful as rhythm instruments, the timpani are indis- 
pensible in regulating the dynamic effects of the orchestra. The timpani 
player must be a skilled musician, for he must possess what we normally 
call absolute pitch, be able to make quick pitch changes here the pedal 
timpani are of decided advantage while the rest of the orchestra is 
playing. While all of this is going on, he must be counting the correct 
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number of beats rest he may have before playing the right note at the 
precise instant. 

Although the pedal timpani is not as resonant as the hand-tuned type, 
their use has become widespread in radio, dance, and symphony or- 
chestras because of the ease and speed in changing their pitch. 

The following percussion instruments of definite pitch will be described 
briefly due to their infrequent use. 

Glockenspiel. 
Ex. 17. Range 




5ou.Mis 

The glockenspiel is an instrument consisting of two rows of rectangular 
metal bars of varying lengths arranged similarly to a piano keyboard. It is 
played with one or two hard or soft hammers. Its music is written two 
octaves below its actual sound. The tone color is bright, piercing, and 
bell-like. 

Xylophone. 
Ex. 18. Range 



Sounds 

Similar to the glockenspiel in general construction, the bars of the xylo- 
phone are made of wood. Played with hard or soft mallets, the xylophone 
produces a hard, "wooden" clatter of sound. A very close relative of the 
xylophone is the Marimba which may be distinguished from the former 
by metal tubes which are suspended beneath the wooden bars, which gives 
a softness and mellowness to the tone. These instruments are pitched 
an octave below the glockenspiel. 

Chimes. 

Ex. 19. Range 



Heads 3ouna 
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Sometimes called tubular bells, the chimes are used primarily to give an 
effect of church bells. The chimes consist of a series of about eighteen 
long metal tubes arranged like a piano keyboard and suspended from a 
metal frame. The chimes are struck by a wooden hammer. Generally 
speaking, the chimes are said to sound an octave higher than written. 

Vibraphone. 
Ex. 20. Range 



Reals -Sounds 

Built similarly to the Xylophone and the marimba, the bars of the 
vibraphone are made of metal, with large resonating tubes suspended 
below. These tubes contain an electric mechanism which gives the tone 
a vibrato effect. There is a foot pedal connected to a damping mechanism 
to sustain or stop the tone similar to the right-hand pedal on the piano. 
The vibraphone is played with from two to four hard or soft mallets. The 
instrument is used primarily in radio and dance orchestras. 

Celesta. 

Ex. 21. Range 



Heads Sounds 

The celesta resembles a small upright piano. It consists of a keyboard 
whose soft hammers strike a series of metal bars which give off clear, 
tinkling, bell-like tones. The action of the keyboard is slower than that 
of the piano. The celesta sounds an octave above the written pitch. It is 
grouped on the score page with the percussion instruments, along with 
the pipe organ, the piano, and the harp. 

PERCUSSION INSTRUMENTS OF INDEFINITE PITCH: 

The quantity of instruments represented by this classification makes 
it prohibitive for all of them to be described in detail. We will confine 
ourselves to the more important ones of this group. 

Snare Drum. Sometimes called the Side Drum, this instrument consists 
of two "heads" stretched over a cylindrical metal shell. The upper head 
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called the batter headis struck by means of wooden sticks. Across the 
lower head wires or cords, called snares, are tightly stretched. Although 
its tone color is brilliant, the snares may be released for a tom-tom or 
muffled effect. 

Bass Drum. Although there are different sizes of bass drums, they may 
be described in general as being much larger in diameter and depth than 
the snare drum. The bass drum is without snares. Played with a large, soft- 
headed stick, it produces a low, heavy sound. Because of its slow response, 
it is at its best in slower passages. 

Tambourine. This instrument is a small, single-headed drum. Its head 
is stretched over a round wooden frame which is slit at intervals, into 
which slits pairs of thin metal disks are inserted. The tambourine may 
be played by hitting the head with the hand, by shaking to give a "jingling" 
effect, or by rubbing the thumb on the head causing a tremolo of the metal 
disks. 

Triangle. The triangle is simply constructed from a metal rod bent in 
the shape of a triangle which is open at the upper end. It is struck with 
a beater of the same material. The triangle produces very high partials 
of indefinite pitch; thus the sound is quite penetrating and it is used 
sparingly for this reason. 

Cymbals. The cymbals are made of two large saucer-like plates of equal 
size so constructed that the rims of the plates touch when struck to- 
gether. The cymbals produce a crashing, clashing sound when struck 
together. They may also be played singly or in pairs by striking them with 
drum or timpani sticks. 

Gong, Sometimes referred to as a tam-t^m, the gong is a huge metal 
disk-shaped, shallow saucer with upturned sides which gives off an omi- 
nous, sometimes terrifying sound. It is struck with a heavy bass-drum 
beater. 

Other percussion instruments of indefinite pitch are: tenor or street 
drum, castanets, wood-blocks, cowbells, chains, anvil, cloves, maracas, 
rattle, siren, slapstick, thunder-machine, wind-machine, bongos, autohorn, 
etc. 

Organ (Pipe). 
Ex. 22. Range 
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Although a keyboard, wind instrument, the pipe organ is grouped with 
the percussion section as far as its place in the score page is concerned and 
is discussed here, briefly, for this reason. 

Though one of the oldest musical instruments, the organ, by compari- 
son, is rarely used with the orchestra largely because of the duplication of 
tonal color. Its greatest use is in the church service, where it is a valuable 
partner in the singing of the liturgy, the hymns, and the anthem. 

Musical sound is created by the pipe organ through the medium of a 
keyboard of five complete octaves sixty-one notes installed in a console 
which comprises two or more keyboards for handscalled manuals, a 
pedal keyboard for the feet, and a wind chest on which a series of pipes 
of varying sizes and shapes are placed. The wind chest contains a valve 
for each pipe which may be opened or closed by means of a mechanical, 
pneumatic, or electrical impulse which is initiated by the keyboard or the 
foot pedals. The compressed air which is supplied to the wind chest by 
means of an electric blower is kept at a steady pressure by means of a 
bellows placed between the blower and the wind chest. The console 
contains, besides manuals, all other controls which the performer must 
know how to operate such as the stops which control the different tone 
colors, mixtures, and tremolo (vibrato). Skill at choosing and varying 
these stops is called the art of registration. 

Pipe organs vary in size and, consequently, in cost, depending on the 
number and ranks of pipes specified. An organ of considerable size would 
contain the following manuals which divide it into a Swell organ, Great 
organ, Positive organ, Choir organ, and Pedal organ, each of which can 
be used singly or in combination by means of couplers. The couplers 
make it possible for the stops of one manual to be sounded with those 
of another. Thus, in coupling the Swell organ to the Great, stops of the 
Swell are made available on the manual for the Great. Further, any 
manual may be (1) coupled to the Pedal, and (2) the Pedal may be coupled 
to any or all manuals. 

Mutation stops are those which provide one of the harmonics of a 
given unison and are not to be used alone but in combination with a 
unison of considerably greater power to change the tone color of the uni- 
son stop. Mixtures are those stops which combine selected unisons with 
the mutation stops and must be used in combination with a strong unison 
stop. With the present interest in the Baroque organ, mutations and 
mixtures have again become important to the organist. 

Loudness is controlled by means of "shutters" on the swell box. Ex- 
pertly played and acoustically well placed in a hall or a church, the organ 
becomes the king among instruments. 
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Pianoforte (abbr. piano). 
Ex. 23. Range 



The piano successor to the clavichord and the harpsichord was in- 
vented by Bartolomeo Cristofori of Florence, Italy, in 1709. Since it 
could be played either loud or soft, it was called the pianoforte. By the 
late eighteenth century, the piano had become the dominant keyboard 
instrument. Mozart, who was noted for the quantity and quality of com- 
positions in addition to his virtuosity on the instrument, became, in the 
Classic period, the fountainhead of a long line of composers and virtuosi 
Beethoven, Schumann, Chopin, Liszt, Brahms, to name but a few. 

The piano is here treated by itself because it is at one and the same 
time a percussive instrument of definite pitch, and a stringed instru- 
ment, since the strings are set in motion by means of a hammer mecha- 
nism which is activated by keys eighty-eight. The connecting mechanism 
between the keys and the hammers is called the action. This mechanism 
limits the control that the performer has over his instrument. Once the 
string is struck by the hammer, the performer is unable to vary the tone 
either by the use of vibrato or swell. His touch can create only varying 
degrees of loudness and softness. Also, the fact that the instrument is pre- 
tuned prohibits him from varying the intonation. 

These limitations are compensated for by the fact that the pianist 
can play more than one tone at a time, as is not the case with most 
instruments, and much easier than can be produced on most stringed 
instruments. He can at once become a soloist, an accompanist, or a per- 
cussionist 

In addition to the action, the piano is usually provided with a set of 
three pedals: (1) the damper pedalright; (2) the soft pedalleft; and 
(3) the sostenuto pedal middle. The damper pedal is a device for per- 
mitting the string to sound after the keys are released. In depressing the 
soft pedal, the keyboard shifts so that the hammers strike only two 
strings instead of their usual three, or in the case of lower registers, 
one instead of two. The sostenuto pedal raises the dampers from just 
those tones which the pianist wishes to sustain, allowing at the same 
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time, free use of the rest of the keyboard with or without the damper 
pedal. 

In keyboard instruments a system of tuning called equal temperament 
is used. This system divides the octave into twelve equal half steps. 
Actually, in equal temperament, only the octave is acoustically correct, 
the other intervals within the octave having been "compromised" to 
create the equal half steps. It is only since 1850 that equal temperament 
has become universal. 

In recent years some composers have treated the piano as a thoroughly 
percussive instrument, notably Stravinsky and Cowell. 

Harp. 

Ex. 24. Range 




Although grouped with the percussion instruments, the harp may also 
be considered a stringed instrument. One of the most ancient of instru- 
ments, it remains the only plucked stringed instrument in the modern 
orchestra. 

The harp used in symphony orchestras today called the "double- 
action" harp has seven pedals at the foot so contrived that the C 
pedal can raise all the C strings one half step or a whole step, the D 
pedal can raise all the D strings one half step or a whole step hence the 
name double-action. There are, then, three positions for each pedal: the 
first gives the flatted note, the second the natural note, the third the 
sharped note, i.e., C-flat, C-natural, C-sharp, 

There are forty-seven strings on the harp, arranged vertically to the 
soundboard which, with the aid of the seven pedals, give a range of six 
octaves and a fifth with seven strings to the octave. The harp is normally 
tuned to the key of C-flat major. The method of playing the harp is 
by plucking one or more strings with the four fingers of each hand. By 
sweeping one or more fingers over the strings a gKssondo an overworked 
effect may be produced. Struck or broken chords, scales, and diatonic 
passages are its stock in trade. Though used as a color instrument, the 
harp may be used for simple accompaniments and rhythmic effects. 

Other plucked instruments used rarely in the symphony orchestra are 
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the banjo, the guitar, and the mandolin. Of these the guitar is favored, 
especially in the modern dance band. 

Violin. 

Ex. 25. Range 



The most important instrument of the string family is the violin. This 
is true because of its expressive qualities and tone color, which some- 
times approximates that of the human voice. Coupled with its wide range 
of dynamics from ppp to fff is its ability to execute rapid passages. The 
first violins numbering about eighteen normally sing the highest soprano 
part, while the second violinsnumbering about sixteen usually sing a 
second soprano part in the orchestra. Of the string family, the violins 
are the most brilliant in tone color. The four strings of the violin are 
tuned a perfect fifth apart, i.e., G, D, A, E. The range of the instrument 
covers fifteen positions various places which the left hand may occupy 
on the fingerboard with the violinist utilizing the odd numbered posi- 
tionsI, 3, 5, etc.more frequently than the even numbered 2, 4, 6, 
etc. Though usually employed to play a single note at a time, the violin 
is also capable of sounding two tones simultaneously double stops. The 
violin can play chords consisting of groups of three or four tones by 
rotating the bow across the strings from the lowest to the highest of the 
chord. This ability to sound tones in combination double stops and 
chords enhances the value of the instrument for the soloist and the 
orchestra from the standpoint of harmony and tone color. Of further 
value is the violin's ability to play harmonics. If the strings are plucked, 
it is called pizzicato playing. Placing a mute on the bridge thins the tone 
color, but does not necessarily soften the tone. 

Viola. 

Ex. 26. Range 



One seventh larger than the violin and tuned a fifth lower, i.e., C, G, 
D, A, the viola possesses a somewhat larger and richer tone color, but 
more nasal and masked. Although recently some excellent music has 
been written for the solo viola, it is considered primarily an ensemble 
instrument. In the orchestra it plays an alto part, and the player reads 
from the alto clef and G clef. The positions and the bowing, harmonics, 
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and dynamic capabilities are similar to those of the violin. There are 
usually fourteen violas in a symphony orchestra. 

Violoncello (abbr. cello). 
Ex. 27. Range 






Tuned an octave below the viola and an octave and a fourth below the 
violin, i.e., C, D, G, A, the cello is the tenor voice of the string family. 
Its articulation is as rapid as that of the violin, and possesses the other 
attributes as well. It is used as a solo as well as an ensemble instrument. 
The symphony orchestra usually has twelve cellos. 

Double Bass (bass viol). 
Ex. 28. Range 



ft 0,0. As 



The double bass is the largest member of the string family and, as the 
name implies, is the bass voice of the string section. It is often used to 
double the cello part. Its four strings are tuned to E, A, D, G. The 
double bass is rarely used as a solo instrument and is more at home 
supplying a firm foundation for the upper strings. There are usually ten 
double basses in an orchestra. 



Appendix V Records 



PART I-GENERAL PRINCIPLES 

UNIT I-AESTHETIC PRINCIPLES OF MUSIC AND 
THE ALLIED ARTS 

The following is a partial list of representative recordings which are illus- 
trative of descriptive music in varying degrees. The records are paired: 
one descriptive with one absolute. In this way the difference between the 
two will appear, yet their essential similarity in being examples of good 
music will be evident. 

With the title unannounced, play the composition as a whole. Replay, 
testing the autonomous theory by giving the student the opportunity to 
identify descriptive music for himself. Identify the composition as to 
period in music history, observing, at the same time, how a specific 
philosophy will influence the sound of the music of a given period. This 
is best accomplished by contrasting the music of one period with that of 
another. 



COMPOSER 

1. Kuhnau 

2. Bach, C. P. E. 

1. Beethoven 

2. Beethoven 

L Berlioz 
2. Brahms 



1. Carpenter 

2. Hanson 

1. Debussy 

2. Vaughan Williams 

1. Weber 

2. Ravel 

1. Gershwin 

2. Stravinsky 



TITLE 
Biblical Sonata 

Sonata in A Minor, 
Op. 2, No. 1 



MOVEMENT 

The Battle of David 

and Goliath 
First 

Second 



Symphony No. 6 in F, 

Op. 68 (Pastoral) 
Symphony No. 7 in A, Op. 92 Second or Third 

Fantastic Symphony, Op. 14 Third 
Symphony No. 1 in C Minor, Fourth 
Op. 68 

Adventures in a Perambulator Fifth 
Symphony No. 2 (Romantic) First 

I/Apr&s-midi d'un Faune 
Fantasia on a Theme by 
Tallis 

Invitation to the Dance, Op. 65 
La Valse 

An American in Paris 
Symphony in Three 
Movemejits 

265 
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COMPOSER 

1. Liszt 

2. Franck 

1. Milhaud 

2. Barber 

1. Moussorgsky 

2. Chopin 

1. Thomson 

2. Bartok 



1. Couperin 

2. Mozart 

1. Copland 

2. Harris 

1. Dukas 

2. Tschaikowsky 



TITLE 

Les Preludes, Symphonic Poem 

No. 3 
Symphony in D Minor 

La Creation du Monde 
Adagio for Strings, Op. 11 

Pictures at an Exhibition 

(for Piano) 
Preludes, Op. 28 

Five Portraits 
Divertimento for String 
Orchestra 

Pieces de Clavecin 
Adagio in B Minor, K. 540 

Billy the Kid, Ballet 
Symphony No. 3 



Appendices 

MOVEMENT 



Third 

Promenade 

No. 20 



Four Portraits 

The Card Game 
Fifth Theme 



L'Apprenti Sorcier 

Symphony No. 4 in F Minor, First 
Op. 36 



UNIT II-THE ART OF LISTENING 

Many examples could be listed which would illustrate what is meant 
by the terms "serious" and "popular" music. However, it is believed that 
those listed here will be self-evident. Contrast the following: 



COMPOSER 



1. Sousa 

2. Berlioz 



1. Strauss, 0. 

2. Brahms 

1. Verdi 

2. Franck 

1. Handy 

2. Gershwin 



1. Kern 

2. Carpenter 

1. Joplin 

2. Debussy 



TITLE; 

Stars and Stripes Forever 
Fantastic Symphony, Op. 14 

The Chocolate Soldier 
Waltz, Op. 39, No. 12 

La Traviata, Act I 
Symphony in D Minor 

St. Louis Blues 

An American in Paris 

The Song is You 
Gitanjali (Song Cycle) 

Maple Leaf Rag 
Children's Corner Suite 



MOVEMENT 

Fourth: March to 
the Scaffold 

My Hero 

Prelude 
First 

Third Theme: 
Blues 

Serenade 



Golliwog's Cake 
Walk 
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COMPOSER 

1. Latin America 

2. McDonald 

1. Morton, 
"Jelly Roll" 

2. Liebermann 



TITLE 

La Comparsa (Rumba) 
Symphony No. 2 

King Porter Stomp 

Concerto for Jazz Band and 
Symphony Orchestra 



MOVEMENT 
Rhumba 



PART II-MUSICAL ELEMENTS 



UNIT III-THE PULSE OF MUSIC: RHYTHM 

The following is a partial list of idealized dance music. With the aid of 
the study material and the examples shown, the student should now be 
able to determine the basic "beat," the superimposed rhythmic pattern 
and, therefore, be able to identify the dance form in the following list 
of recordings. Bear in mind that the recordings should be played with 
their titles unannounced. 



COMPOSER 
Habanera 

Bizet 
Sarasate 

Yradier 
Aubert, Louis 
Debussy 

Ravel 
Ravel 

Tango 

Alb6niz 

Gould 

Milhaud 

Stravinsky 

Polka 

Field, John 

DvoMk 

Smetana 

Strauss, J. 

Rachmaninoff 

Shostakovich 

Stravinsky 

Stravinsky 

Weinberger 



TITLE 

Carmen 

Danses Espagnoles, Op. 21, 

No. 2 
La Paloma 
Habanera 
Preludes, Book II 

Pifece en Forme de Habanera 
Rapsodie Espagnole 

Tango in D, Op. 165, No. 2 
Latin-American Symphonette 
Le Boeuf sur le Toit 

L'Histoire du Soldat 



MOVEMENT 



Habanera 
Habanera 



No. 3: La Puerta 
del Vino 

Third 



Tango 

Sixth Theme: 

Tango 
Tango 



Polka 

Suite in D, Op. 39 Polka 

The Bartered Bride Act I, Polka 

Pizzicato Polka 

Polka de W. R. 

The Golden Age, Ballet, Op. 22 Polka 

Circus Polka 

Suite No. 2 Third: Polka 

Schwanda Polka 
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COMPOSER 



Pavane 

Byrd 

Dowland 
Gibbons 

Alb6niz 
Delibes 

Coates 

Menotti 

Ravel 

Vaughan Williams 
Warlock 

Gavotte 

Bach 

Bach 

Gluck 

Handel 

Handel 

Mozart 

Beethoven 

Gr6try 

Grieg 

Massenet 

Thomas 

Prokofieff 

Stravinsky 

Galop 

Delibes 

Liszt 

Offenbach 

Bernstein 

Khachaturian 

Stravinsky 

Trepak 

Moussorgsky 

Tschaikowsky 
Khachaturian 



TITLE 

The Parthenia 

M. John Langton's Pavan 
The Lord of Salisbury, 

His Pavane 

Pavana-Capricho, Op. 12 
Le Roi s* Amuse 

Four Centuries Suite 
Sebastian Ballet Suite 
Pavane pour une Infante 

D6funte 
Job 
Capriol, Suite 



Appendices 

MOVEMENT 

Pavan: The Earl of 
Salisbury 



Scne du Bal: 

Pavane 
Pavane 
Pavane 



Pavane 
Second: Pavane 



English Suite No. 3 in G Minor 

French Suite No. 5 in G Minor 

Air de Ballet 

Concerto No. 11 in G Minor 

Suite No. 1 in G 

Les Petits Riens 

Fidelio, Op. 72 

CSphale et Procris, Ballet 

Holberg Suite, Op. 40 

Manon 

Mignon 

Classical Symphony in D, 

Op. 25 
Pulcinella Suite 



Coppflia, Ballet 
Grand Galop Chromatique 
Orpheus in Hades 
Fancy Free, Ballet Suite 
Masquerade Suite 
Suite No. 2 



Songs and Dances of Death 
Nutcracker Suite, Op. 71a 
Gayne, Ballet 



Gavotte 
Gavotte 
Fifth: Gavotte 
Fourth: Gavotte 
Sixth: Gavotte 
Nos. 6, 12: Gavotte 
Act II, Gavotte 
Gavotte 
Third: Gavotte 
Act II, Gavotte 
Act II, Intermezzo 

(Gavotte) 
Third: Gavotte 

Gavotte 



Act II, Galop 

Act I, Galop 
Galop 
Galop 
Fourth: Galop 



Death and the 
Peasant (Trepak) 

Russian Dance 
(Trepak) 

Dance of the Young 
Kurds 
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COMPOSER 
Chaconne 

Bach 
Piircell 

Handel 

Gluck 
Brahms 

Franclc 
Grieg 
Busoni 
Kfenek 

Passacaglia 

Bach 
Copland 
Ravel 
Schurnan, W. 

Courante 

Bach 

Bach 

Bach 

Handel 

Dohnanyi 

Strauss, R. 

Galliard 

Byrd 

Dowland 
Frescobaldi 
Vaughan Williams 

Polonaise 

Bach 
Handel 

Beethoven 
Chopin 

Chopin 
Chopin 
Chopin 
Glinka 
Liszt 



TITLE 



Partita No. 1 in B Minor 
Chacony in G Minor (also 
known as Sonata No. 6) 
Second Set of Piano Suites 



Orfeo ed Euridice 

Symphony No. 4 in E Minor, Fourth 

Op. 98 

Symphony in D Minor Finale 

Peer Gynt, Suite No. 1, Op. 46 Fourth 
Toccata Ciaccona 

Toccata und Chaconne, Op. 13 



MOVEMENT 



Sixth: Chaconne 



Chaconne No. 9 

in G 
Act II, Chaconne 



Passacaglia in C Minor (Organ) 
Passacaglia 
Trio in A Minor 
Symphony No. 3 



English Suite No. 5 in E Minor 
French Suite No. 1 in D Minor 
Partita No. 2 in D Minor 
Suite No, 5 in E 
Suite nach altem Stil, Op. 24 
Der Burger als Edelmann, 
Op. 60 

The Parthenia 

The Earl of Essex 

Gagliarda 

Job 

French Suite No. 6 in E 
Concerto Grosso in E Minor, 

Op. 6, No. 3 
Polonaise in C, Op. 89 
Polonaise, Op. 26, No. 1 

in C# Minor 

Polonaise, Op. 40, No. 1 in A 
Polonaise, Op. 40, No. 2 in C 
Polonaise, Op. 53 in A-Flat 
A Life for the Czar 
Polonaise No. 1 in C Minor 



Pt. I, First theme: 
Passacaglia 



Second: Courante 
First: Courante 
Second: Courante 
Third: Courante 
Courante 
Courante 



Galliard: The Earl 

of Salisbury 
Galliard 

Galliard 



Third: Polonaise 
Fourth: Polonaise 



Polonaise 
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COMPOSER 
Polonaise (Cont.) 
Liszt 

Tschaikowsky 
Chabrier 



TITLE 

Polonaise No. 2 in E 
Eugen Onegin, Op. 24 
Le Roi malgre lui 



Appendices 

MOVEMENT 



Act III: Polonaise 
Fete Polonaise 



Sarabande 






Bach 


Partita No. 1 in B-Flat 


Sarabande 


Bach 


English Suite No. 1 in A 


Sarabande 


Bach 


English Suite No. 5 in E Minor 


Sarabande 


Bach 


French Suite No. 1 in D Minor 


Sarabande 


Handel 


Rinaldo 


Lascia ch'io pianga 


Handel 


Suite No. 4 in D Minor 


Third: Sarabande 


Grieg 


Holberg Suite, Op. 40 


Second: Sarabande 


Debussy 


Pour le Piano, Suite 


Second: Sarabande 


Piston 


Suite for Oboe and Piano 


Second: Sarabande 


Satie 


Three Sarabandes 


First 


Vaughan Williams 


Job 


Sarabande 


Fandango 






Gluck 


Don Juan, Ballet 


Fandango 


Mozart 


Le Nozze di Figaro, K. 492 


Act III: Finale 


Alb6niz 


Iberia, Book II 


Rondcna 


Albeniz 


Iberia, Book IV 


Malaguena 


Rimsky-Korsakov 


Capriccio Espagnole, Op. 34 


Fifth: Fandango 


Granados 


Goyescas 


Fandango 


Lecuona 


Suite Andalucia 


Malaguena 


Turina 


Fandanguillo 




Waltz 








Ach du Lieber Augustin 








(Example of Landler) 




Mozart 


Deutsche Tanze, K. 509, No. 1 






(Example of Landler) 




Beethoven 


Variations on a Waltz of Dia- 






belli, Op. 120 (Example of 






Landler) 




Berlioz 


Fantastic Symphony, Op. 14 


Second: A Ball 


Brahms 


Liebeslieder Waltzes, Op. 52 


Nos. 1, 5 


Chopin 


Waltz, Op. 18, in E-Flat 




Chopin 


Waltz, Op. 64, No. 1, 






in D-Flat 




Glazunoff 


Valse de Concert, Op. 47 




Gounod 


Rome"o et Juliette 


Act I: Waltz Song 


Grieg 


Peer Gynt Suite No. 1, Op. 46 


Third: Anitra's 






Dance 


Liszt 


Mephisto Waltz 




Puccini 


La Boh&me 


Act II: Musetta's 






Waltz 


Rossini 


La Boutique Fantasque, Ballet 


Sixth: Valsc Lentc 


Schubert 


Landler, Op. 18 




Schubert 


Landler, Op. 171 
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COMPOSER 
Waltz (Cent.) 
Sibelius 
Strauss, J. 

Strauss, J. 
Strauss, J. 
Strauss, R. 
Tschaikowsky 
Weber 
Verdi 

Hindemith 

Khachaturian 
Lehar 

Rachmaninoff 

Ravel 

Ravel 

Thomson 

Walton 

Seguidilla 

Alb6niz 
Alb6niz 
Bizet 
de Falla 

Minuet 

Purcell 
Bach 

Bach 

Bach 

Bach 

Gluck 

Handel 



Handel 
Handel 
Handel 
Haydn 
Haydn 
Haydn 
Haydn 

Mozart 
Mozart 



TITLE 

Kuolema, Op. 44 
Beautiful Blue Danube, 

Op. 317 

Die Fledermaus, Op. 367 
Roses from the South, Op. 388 
Der Rosenkavalier, Op. 59 
Eugen Onegin, Op. 24 
Aufforderung zum Tanz, Op. 65 
La Traviata 

Kleine Kammermusik, Op. 24, 

No. 2 

Masquerade Suite 
The Merry Widow 

Suite No. 2, Op. 17 
L/Enfant et les Sortileges 
La Valse 

Filling Station, Ballet 
Fagade, Suite No. 1 

Cantos de Espana, Op. 232 

Suite Espanola, Cadiz 

Carmen 

Canciones Populares Espaiioles 



Suite No. 1 in G 
Brandenburg Concerto No. 1 

in F 

English Suite No. 4 in F 
French Suite No. 1 in D Minor 
French Suite No. 6 in E 
Air de Ballet 
Fireworks Music 



Suite No. 3 in D Minor 

Suite No. 8 in G 

Water Music 

Symphony in G, No. 94 

Symphony in E Flat, No. 103 

Symphony in C 

Trio No. 2 in G Major 

(London) 
Don Giovanni 
Symphony No. 40 in G Minor, 

K. 550 



MOVEMENT 



Valse Triste 



Waltzes 
Waltzes 
Waltzes 
Act II: Waltz 

Act I: Libiamo, 

libiamo 
Second: Waltz 

First: Waltz 
Act III: Waltz: 

Lippen schweigen 
Second: Valse 
Waltz 

No. 8: Waltz 
Second: Valse 



Seguidillas 

Seguidillas 

Act I: Seguidille 

Seguidilla Murciana 



Minuet 

Fourth: Minuetto 

Minuets I II 

Minuets I-II 

Minuet 

Act IV: Minuet 

Fifth: Minuet 

No. 1 
Sixth: Minuet 

No. 2 

Fifth: Minuet 
Fifth: Minuet 
Eighteenth: Minuet 
Third: Minuet 
Third: Minuet 
Third: Minuet 
Minuet 

Act I: Minuet 
Third 
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COMPOSER 
Minuet (Cont.) 
Mozart 
Beethoven 

Beethoven 
Beethoven 
Beethoven 
Beethoven 
Beethoven 

Beethoven 

Beethoven 
Bizet 
Bizet 
Brahms 

Chausson 

Paderewski 

Schubert 

Verdi 

Debussy 

Debussy 

Elgar 

Prokofieff 

Ravel 
Ravel 

Schoenberg 
Vaughan Williams 

Bolero 

Chopin 
Delibes 

Moszkowski 

Rossini 

Ravel 

Mazurka 

Chopin 
Delibes 

Glinka 

Lalo 

Debussy 

Khachaturian 

Scriabin 



TITLE 

Symphony No. 41 in C, K. 551 
Quartet in C Minor, Op. 18, 

No. 4 

Quartet in A, Op. 18, No. 5 
Minuet in G 

Trio in C Minor, Op. 1, No. 3 
Serenade, Op. 8 
Sonata No. 1 in F Minor, 

Op. 2, No. 1 
Sonata No. 7 in D, Op. 10, 

No. 3 

Symphony No. 1, Op. 21 
L/Arlesienne Suite No. 1 
L/Arlesienne Suite No. 2 
Serenade No. 1 in D 7 Op. 11 

Concerto in D 

Minuet in G, Op. 14, No. 1 

Sonata in G, Op. 78 

Rigoletto 

Petite Suite 

Suite Bergamasque 

The Wand of Youth, Suite No. 

1, Op. la 
Romeo and Juliet, Suite No. 1, 

Op. 64 

L/Enfant et les Sortileges 
Le Tombeau de Couperin 
Piano Suite, Op. 25 
Job 
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Third 

Third: Minuet 

Second: Minuet 

Third: Minuet 
Third: Minuet 
Third: Minuet 

Third: Minuet 

Third: Minuet 
Minuetto 
Minuetto 
Fourth: Minuet 

I-II 
Third 

Third: Minuet 

Prologue, Menuetto 

Minuet 

Minuet 

Minuet 

Fourth: Minuet 

Minuet 
Minuet 
Minuet 
Minuet 



Bolero in C, Op. 19 

Les Filles de Cadiz Bolero: Nous 

venions de voir 

Spanish Dances, Op. 12, No. 5 Bolero 
Soirees Musicales Bolero 

Bolero 



Mazurka, No. 13, Op. 17, No. 4 

Coppflia Ballet Act I: Third Theme: 

Mazurka 

A Life for the Czar Mazurka 

Namouna, Ballet Suite 
Mazurka 

Masquerade Suite 
Mazurka, Op. 25, No. 3 



Third: Mazurka 
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COMPOSER 
Bourree 
Bach 
Bach 
Bach 
Bach 
Handel 

Handel 
Handel 
Chabrier 
Britten 

Allemande 

Bach 

Bach 

Bach 

Handel 

Rameau 

Beethoven 



Schumann 



Kfenek 

Fox Trot 

Carmichael 

Carpenter 

Debussy 

Debussy 

Ellington 

Gershwin 

Gershwin 

Gershwin 

Gould 

Handy 

Hindemith 

Joplin 

Kern 

McDonald 

Milhaud 

Satie 



TITLE 

English Suite, No. 1 in A 
French Suite, No. 5 in G 
Partita No. 1 in B Minor 
Suite, No. 1 in C 
Concerto No. 7 in B-Flat, 

Op. 7, No. 1 
Fireworks Music 
Water Music 
Bounce Fantasque 
Simple Symphony 



English Suite No. 3 in G 

Minor 

French Suite No. 6 in E 
Partita No. 1 in B Minor 
Suite No. 5 in E 
Suite in E Minor 
Bagatellen, Op. 119 



Camaval, Op. 9 



Little Suite, Op. 13a 

Stardust 

Krazy Kat, Ballet 

Children's Corner Suite 

Preludes, Book I 

Mood Indigo 

An American in Paris 

The Man I Love 

Rhapsody in Blue 

Chorale and Fugue in Jazz 

St. Louis Blues 

Suite 1922 

Maple Leaf Rag 

Smoke Gets in Your Eyes 

Symphony No. 2 

Creation du Monde 

Parade Ballet 



MOVEMENT 

Bounce 
Bourr6e 
Bourree 
Bounce 
Fourth 

Second: Bourree 
Ninth: Bourr6e 

First: Boisterous 
Bourse 



Allemande 

Allemande 

Allemande 

Second: Allemande 

First: Allemande 

A Fallemande (a 
different species 
from that de- 
scribed in the 
text) 

Valse allemande 
(this is a differ- 
ent species from 
that described in 
the text) 

Allemande 



Fox Trot 
Golliwog's Cake 

Walk 
No. 12: Minstrels 

Charleston 



Ragtime 



Rhumba 

Third 

Ragtime 



274 

COMPOSER 
Fox Trot (Cont.) 
Stravinsky 
Stravinsky 
Walton 
Weill 

Tarantella 

Liszt 

Mendelssohn 

Mendelssohn 

Rossini 
Rossini 
Sarasate 

Verdi 

Casella 
Debussy 

Hindemith 
Rachmaninoff 
Stravinsky 
Walton 

Gigue 

Purcell 

Bach 

Bach 

Bach 

Corelli 

Handel 

Handel 

Gr6try 

Delibes 

Saint-Saens 

Debussy 

Piston 

Ravel 



TITLE 

Ebony Concerto 

Ragtime 

Fagade, Suite No. 2 

Die Dreigroschenoper 



Annees de pelerinage 
Symphony No. 4 in A, Op. 90 
Songs without Words 

La Boutique Fantasque 
Soir6es Musicales 
Introduction and Tarantelle, 

Op. 43 
La Forza del Destine 

Serenata 

Danse, Tarantelle Styrienne 

(irregular) 
Sonata in E 
Suite No. 2, Op. 17 
Pulcinella 
Fagade, Suite No. 1 



The Fairy Queen 
English Suite No. 4 in F 
French Suite No. 4 in E-Flat 
Partita No. 1 in B Minor 
Concerto Grosso in B-Flat, 

Op. 6, No. 11 
Suite No. 3 in D Minor 
Suite No. 4 in E Minor 
Cephale et Procris, Ballet Suite 
Copp61ia Ballet 

King Henry VIII, Ballet Music 
Images, Set III 
Suite for Oboe 
L'Enfant et les Sortileges 
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MOVEMENT 



Fox Trot 



Venezia e Napoli 
First Theme 
No. 45 in C: Taran- 
tella 

Second: Tarantella 
Tarantella 



Act III: Nella la 

guerra 
Sixth: Tarantella 



Tarantella 
Fourth: Tarantelle 
Part 4: Tarantella 
Tarantella 



Jig 

Gigue 
Gigue 
Gigue 
Fifth: Giga 

Fourth: Gigue 

Fifth: Gigue 

Gigue 

Gigue 

Gigue 

No. 1: Gigues 

Fifth: Gigue 

Gigue 



DANCE INFLUENCE ON NON-DANCE Music 



Minuet-with-Trio 

Haydn 

Mozart 
Mozart 



Symphony in G, B.&H. No. 94 Third 

(Surprise) 

Symphony No. 40, K. 550 Third 

Symphony No. 41, K. 551 Third 
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COMPOSER 
Sonata da Camera 

Corelli 

Corelli 
Corelli 
Pierne 

French Overture 

Lully 

Bach 

Handel 

Telemann 

Mendelssohn 

Modern Suite 

Bizet 

Bizet 

Grieg 

Grieg 

Tschaikowsky 

Debussy 

Debussy 

Grote 

Hoist 

MacDowell 

MacDowell 

Ravel 

Ravel 

Stravinsky 

Walton 



TITLE 

Sonata da Camera in B-Flat ? 

Op. 2, No. 5 
Sonata da Camera in G, Op. 2, 

No. 12 
Sonata, Op. 5, No. 1 (Sonata da 

Chiesa) 
Sonata da Camera, Op. 48 



MOVEMENT 



Thesee 

Suite No. 3 in D 

Messiah 

Suite in A Minor 

Elijah, Op. 70 



Overture 
Overture 
Overture 
Overture 
Overture 



L/Arlesienne Suite No. 1 

L/Arlesienne Suite No. 2 

Peer Gynt Suite No. 1 

Peer Gynt Suite No. 2 

Nutcracker Suite, Op. 71a 

Petite Suite 

Pour le Piano 

Grand Canyon Suite 

The Planets, Op. 32 

Suite No. 2, Op. 48 (Indian) 

Woodland Sketches, Op. 51 

Daphnis and Chloe Suite No. 1 

Daphnis and Chloe Suite No. 2 

Petrouchka Suite 

Fagade Suite No. 1 



"Apotheosis of the Dance" used broadly to include: 



Beethoven 
Goldmark 

Carpenter 
Copland 

Honegger 
Ravel 

March: 

Military 
Sousa 
Sousa 
Sousa 



Symphony No. 7 in A, Op. 92 
Symphony No. 26 (Rustic First, Fifth 

Wedding) 
Concertino for Piano and 

Orchestra 
Concerto for Piano and 

Orchestra 

Concertino for Piano 
Sonata for Violin and Piano 



El Capitan 

Stars and Stripes Forever 

Washington Post 
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COMPOSER 
March (Coni.) 
Processiond 

Berlioz 
Mendelssohn 

Mendelssohn 

Meyerbeer 

Verdi 

Wagner 

Wagner 

Wagner 
Elgar 

Menotti 
funeral 
Beethoven 

Chopin 

Mendelssohn 

Wagner 



TITLE 



Fantastic Symphony, Op. 14 
Athalia 

Midsummer Night's Dream, 

Op. 61, No, 9 
Le Prophete 
Aida 
Die Meistersinger 

Lohengrin 



MOVEMENT 



Fourth 

War March of the 

Priests 
Wedding March 

Coronation March 
Triumphal March 
Act III, Scene 5 

Procession 
Act III: Bridal 

Chorus 
Fest March 



Tannhauser 

Pomp and Circumstance, Op. 

39, No. 1 
Amahl and the Night Visitors Kings' March 

Symphony No. 3 in E-Flat, Second 

Op. 55 (Eroica) 
Sonata in B-Flat Minor, Op. 58 Third: Funeral 

March 
Songs without Words, Op. 63, No. 27 

No. 3 
Gotterdammerung 



March as Absolute Music 

Mozart 



Beethoven 
Chopin 

Schubert 

Schumann 
Tschaikowsky 

Hoist 
Prokofieffi 



Symphony No, 35 in D, 

K. 385 (Haffner) 
Variations in F, Op. 34 
Polonaise Militaire, Op. 40, 

No. 1 
Marche Militaire, Op. 51, 

Nos. 1, 2, 3 

Album for the Young, Op. 68 
Symphony No. 6 in B Minor, 

Op. 74 (Path6tique) 
Suite No. 1 in E-Flat for Band 
March, Op. 12, No. 1 



Act III: Scene 2: 
Siegfried's Funeral 
March 

First 
Fifth 



Soldiers March 
Third 

March 



UNIT IV-THE LINEAR ASPECTS OF MUSIC: 
MELODY AND COUNTERPOINT 

In the following partial list of recordings illustrating the various kinds 
of melody, it will be noted that there is a preponderance of vocal music. 
This is not only due to the very history of music itself which had its 
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origin in song but of all the Units contained in this book, it is the only 
one in which so much vocal music could conveniently and logically be 
placed. 

Large choral works, such as opera and oratorio, are indicated as complete 
only to show that the complete works are available on recordings if 
desired. Separate items have been indicated if a particular purpose is 
served. 

After sufficient listening, discussion, and study, the student should be 
able to determine if a melody is monophonic, polyphonic, or homophonic. 
Monophonic music should be readily recognized because it has no accom- 
paniment to obscure it. While the melodies are diatonic, they are based 
on the modal scales which in themselves create an individual atmosphere 
which is easily recognized. The phrases will be irregular and often florid. 

The examples of organum should create no real problem in recognition. 
Remember, the voices move in parallel motion and the tonality is diatonic 
and modal. In listening to the counterpoint of the later polyphonic mu- 
sic, remember to listen for the entrance of each new voice as well as to 
the interplay of the melodies. The tonality will be diatonic modal, dia- 
tonic major or minor, or even to be without a feeling of key center. 

In homophonic music one hears a single line of tones with a chordal 
style (may be embellished) accompaniment. The tonality will be diatonic 
major or minor, modal, whole tone, or to even be devoid of a feeling of 
key center. In the case of the chromatic examples, listen for the move- 
ment of the melodic line by half steps, which is usually limited to a 
small group of notes. The tonality will be modal, major, minor, or whole 
tone. 

In listening to music employing the whole-tone technique, one feels 
that the melodic line reposes in a continuous block of sound. Another 
distinguishing feature may be the parallel motion or "side-slipping" of the 
chords. In the whole-tone technique the melodic line tends to fuse with 
the substructure, making the music sound more obscure or vague. The 
feeling of key center is practically obliterated and dissonance becomes an 
outstanding feature. 

Remember to listen melodically! Please study the following examples 
abstractly as music before announcing the titles. 

COMPOSER TITLE 

Monophonic Music 

Gregorian Chant Before the 
Year 1000 (in L'Anthologie 
Sonore, a collection of rec- 
ords in 6 volumes published 
under the direction of Dr. 
Curt Sachs), Vol. IV, AS-34 
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COMPOSER < TITLE 

Monophonic Music (Cent.) 

Gregorian Chant, recorded 
the Monk's Choir of St. 
Pierre de Solesmes Abbey (12 
records) 



MOVEMENT 



by 



Bach 

Vaughan Williams 



Mass in B Minor 
Mass in G Minor 



Christe Eleison 
Kyrie 



Polyphonic (or Contrapuntal) Music 

Organum duplum (in L/An- 
thologie Sonore), Vol. VII, 
AS-65 

Organum triplum (in L'An- 
thologie Sonore), Vol. VII, 
AS-65 

Plainsong with Organum (in 
Columbia History of Music 
by Ear and Eye), Vol. I, 
C-5710 

Plainsong with Counterpoint 
(in Columbia History of 
Music by Ear and Eye), Vol. 
I, C-5710 

Debussy La Cath6drale Engloutie (ex- 

ample of use of organum) 

Sumer is icumen in (in Colum- 
bia History of Music Set), 
Vol. I, C-5710 

Conductus (in I/Anthologie 
Sonore), Vol. VIII, AS-71 

Music in the Time of Saint 
Louis Conductus (in L'An 
thologie Sonore), Vol. X, 
AS-99 

Polyphony at the Court of 
Cyprus Conductus (in 
L' An thologie Sonore), Vol. 
XIII, AS-126 
Dufay Motet for Four Voices (in 

L'Anthologie Sonore), Vol. 
XIII, AS-121 

Lassus Douce M6mpire 

Lassus Super le Bergier et la bergi&re 



Lassus 
Palestrina 



Missa pro Defunctis 
Motet "Vulnerasti" 
Motet du Roman de Fauvel 

(in L'Anthologie Sonore), 

Vol. X, AS-91 
Secular madrigals "La cruda 



Benedictus 
Sanctus dnd Agnus 

Dei 
Benedictus 
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COMPOSER 



TITLE 



MOVEMENT 



Polyphonic 



Palestrina 

Palestrina 

Palestrina 

Palestrina 

Gesualdo 

Gesualdo 

Monteverdi 

Monteverdi 

Monteverdi 

Monteverdi 

Vecchi 

Byrd 
Byrd 

Dowland 

Dowland 

Gibbons 

Gibbons 

Morley 

Morley 

Weelkes 

Wilbye 
Wilbye 
Bach 

Bach 
Bach 
Bach 
Bach 

Handel 



Mozart 
Mozart 
Beethoven 

Brahms 
Franck 
Verdi 
Verdi 

Wagner 



(or Contrapuntal) Music (Cont.) 

mia nimica," "Alia riva del 

Tebro" (in UAnthologie 

Sonore), Vol. V, AS-47 
Magnificat 
Missa Brevis 
Missa Iste Confessor 
Missa Papae Marcelli 
Moro Lasso 
Resti di darmi noia 
Chiome d'oro 
Ecco mormorar Tonde 
Hor ch'el ciel e la terra 
Lasciatiemi morire 
I/Amfiparnasso (madrigal 

opera) 

This Sweet and Merry Month 
Though Amaryllis Dance in 

Green 
Say, Love, if ever thou didst 

find 

Weep no more, sad fountains 
What is our life 
The Silver Swan 
Shoot, False Love, I Care Not 
Fire, Fire, My Heart! 
As Vesta was from Latmos Hill 

Descending 
Lady when I Behold 
Stay Corydon, thou Swain 
Concerto in D Minor for Two Second 

Violins 

Great Fugue in G Minor 
Little Fugue in G Minor 
Mass in B Minor 
Well-Tempered Clavier, Book I 



The Messiah 



Mass in G, No. 12, K. 232- 
Symphony No. 41 in C, K. 551 
Grosse Fugue in B-Flat, Op. 

133 

A German Requiem, Op. 45 
Prelude, Chorale, and Fugue 
Falstaff 
Rigoletto 

Die Meistersinger 



Choruses 
Fugue in E-Flat 

Minor 
No. 4: And the 

Glory of the Lord 
No. 30: Behold the 

Lamb of God 
Choruses 
Fourth 



Choruses 

Fugue 

Act III: Scene 1 

Act III: Bella figlia 

deiramore 
Prelude 
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COMPOSER TITLE 

Polyphonic (or Contrapuntal) Music (Cont.) 

Vaughan Williams Mass in G Minor 

Copland Passacaglia 

Griffes Sonata for Piano 

Harris Symphony No. 3 

Hindemith Mathis der Mahler 

Hoist The Planets, Op. 32 

Honegger Pacific 231 

Kfenek Eleven Short Piano Pieces 



Kfenek 

Milhaud 

Milhaud 

Schoenberg 

Schoenberg 

Schoenberg 

Schuman, W. 
Scriabin 

Thomson 

Weinberger 

Homophonic Music 

Cesti 

Monteverdi 

Monteverdi 

Pergolesi 

Peri 

Purcell 

Lully 

Lully 

Bach 

Handel 

Handel 

Handel 

Gluck 
Haydn 

Haydn 
Haydn 
Hopkinson 

Mozart 
Mozart 
Mozart 

Mozart 



Sonata for Viola and Piano 
String Quartet No. 14 
String Quartet No. 15 
Six Little Piano Pieces, Op. 19 
Suite for String Orchestra 
Three Little Piano Pieces, 

Op. 11 

Symphony No. 3 
Prelude in B Minor, Op. 11, 

No. 6 
Suite for Orchestra, Louisiana 

Story 
Schwanda, Opera 



! Diatonic 



II Pomo d'Oro 

Incoronazione di Popea 

Orfeo (complete) 

La Serva Padrona (complete) 

Euridice 

Dido and Aeneas (complete) 

Au clair de la lune 

Alceste 

Mass in B Minor 

Atalanta 

The Messiah (complete) 

Xerxes 

Alceste (complete) 

My Mother Bids Me Bind My 

Hair 

She Never Told Her Love 
The Creation (complete) 
My Days Have Been so 

Wondrous Free 
Alleluj*a 

Das Veilchen, K. 476 
Don Giovanni, K. 527 

(complete) 
Le Nozze di Figaro, K. 492 

(complete) 



MOVEMENT 
Choruses 

Section IV: Fugue 
Mars 

Walking on a 
Stormy Day 

No. 5 

Passacaglia 

Fourth : Fugue 
Fugue 

Arias 

Arias 

Arias 

Arias 

Arias 

Arias 

Arias 

Arias 

Laudamus Te 

Care Selve 

Arias 

Largo: Ombra mai 

fa 
Arias 

Arias 



Arias 
Arias 
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COMPOSER 



TITLE 



Homophonic Music Diatonic (Cont.) 



Beethoven 

Brahms 
Brahms 
Delibes 
Grieg 

Leoncavallo 
Mahler 



Mendelssohn 

Moussorgsky 

Puccini 

Puccini 

Rossini 

Rossini 
Saint-Saens 

Schubert 

Schubert 

Schumann, R. 

Schumann, R. 

Strauss, J. 

Strauss, R. 

Strauss, R. 

Strauss, R. 

Verdi 

Verdi 

Verdi 

Wagner 

Wagner 

Barber 

Beach 

Britten 

Burleigh 

Burleigh 

Cadman 

Campbell-Tipton 

Carpenter 

Charles 

Coward 

Folk Songs 

Gershwin 

Gilbert and Sullivan 

Hageman 



Symphony No. 9 in D Minor, 

Op. 125 

Alto Rhapsody, Op. 3 
Marienlieder, Op. 22 
Lakme 
Peer Gynt, Op. 23 

I Pagliacci (complete) 
Das Lied von der Erde 



Elijah, Op. 70 (complete) 
Boris Godounov (complete) 
La Boh&me (complete) 
Madame Butterfly (complete) 
II Barbieri di Siviglia 

(complete) 

William Tell (complete) 
Samson and Delilah, Op. 47 

Die Schone Miillerin, Op. 25 

(song cycle) 

Schwanengesang (Lieder) 
Dichterliebe, Op. 48 
Frauenliebe und Leben, Op. 42 
Fledermaus (complete) 
Songs, Op. 10 
Songs, Op. 27 
Rosenkavalier, Op. 59 
Ai'da (complete) 
La Traviata (complete) 
Rigoletto (complete) 
Die Meistersinger (complete) 
Lohengrin (complete) 
Essay for Orchestra, Op. 12 
Ah! Love But a Day 
Serenade for Tenor, Op. 31 
Deep River 
Go Down, Moses 
Four American Indian Songs, 

Op. 45 

A Spirit Flower 
Gitanjali (song cycle) 
Let My Song Fill Your Heart 
Bittersweet 
Leadbelly's Legacy, Vols. 1, 2, 

3 

Porgy and Bess (complete) 
The Mikado (complete) 
Do Not Go, My Love 



MOVEMENT 



Arias 

Indian Bell Song 
Act IV: Solvejg's 

Song 
Arias 
No. l:DasTrinklied 

vom Jammer der 

Erde 
Arias 
Arias 
Arias 
Arias 
Arias 

Arias 

My Heart at Thy 

Sweet Voice 
No. 2: Wohin? 

No. 4: Standchen 



Arias 

No. 8: Allerseelen 

No. 4: Morgen 

Arias 

Arias 

Arias 

Arias 

Arias 

Arias 

Second theme 

No. 3: Elegy 



I'll See You Again 



Arias 
Arias 
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COMPOSER 
Homophonic Music- 
Hanson 
Hanson 
Herbert 
Herbert 
Kern * 
Lehar 

MacGirnsey 
Menotti 
Menotti 
Menotti 
Ravel 
Respighi 
Rodgers and 

Hammerstein 
Rodgers and 

Hammerstein 
Romberg 

Straus, O. 

Stravinsky 
Vaughan Williams 
Villa-Lobos 



TITLE 

-Diatonic (Cont.) 
Centennial Ode 
Merry Mount 

Naughty Marietta (complete) 
Sweethearts (complete) 
Show Boat 

The Merry Widow (complete) 
Shadrack 
The Consul 
The Medium 
The Telephone 
Sonatine 

Gregorian Concerto 
Oklahoma! 

South Pacific 

Student Prince (complete) 
Spirituals for Solo Voice 
The Chocolate Soldier (com- 
plete) 

Symphony of Psalms 
Symphony No. 3 (Pastoral) 
Bachianas Brasileras No. 5 



MOVEMENT 



Arias 
Arias 
Arias 
Arias 

Arias 

Arias 

Arias 

Arias 

First 

Second 

Arias 

Arias 
Arias 
Arias 



Third 



Homophonic Music Chromatic 



Bach 
Haydn 

Mozart 

Mozart 
Mozart 

Mozart 

Berlioz 

Bizet 

Chopin 

Franck 

Liszt 

Liszt 

Rimsky-Korsakov 
Rimsky-Korsakov 
Rimsky-Korsakov 
Rimsky-Korsakov 



Chromatic Fantasia and Fugue 
String Quartet in C, Op. 76, 

No. 3 
Quartet in C, No. 10, K. 465 

(Dissonant) 

Quartet No. 16 in E-Flat, K. 462 
Symphony No. 38 in D, K. 504 

(Prague) 

Symphony No. 41 in C r K. 551 
Fantastic Symphony. Op. 14 

Carmen (complete) 

Etudes, Op, 10 

Symphony in D Minor 

Die Lorelei 

Les Preludes, Symphonic Poem 

No. 3 
Le Coq d'Or 

Sadko 

Scheherazade, Op. 35 
Tsar Sultan 



Second: Third 

Variation 
Introduction 

Third 
Second 

Third 

Third: Second 

theme 
Habafiera 
No. 10: A-flat 
First 

Part II 

Act II: Hyrnn to 

the Sun 
Scene IV: Song of 

India 
Second: Second 

theme 
Flight of the 

Bumblebee 
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COMPOSER 
Homophonic Music- 
Schubert 
Schumann, R. 
Schumann, R. 

Schumann, R. 

Schumann, R. 
Strauss, R. 

Wagner 
Wolf, H. 

Wolf, H. 
Barber 

Britten 

Debussy 

Delius 

Griffes 

Griffes 

Griffes 

Hindemith 
Kfenek 

MacDowell 

Ravel 
Ravel 

Schoenberg 
Scott 
Scriabin 
Villa-Lobos 

Homophonic Music- 

Bart6k 

Debussy 

Debussy 

Debussy 

Debussy 

Debussy 

Debussy 

Debussy 



Debussy 
Debussy 



TITLE 

-Chromatic (Cont.) 
Trio in B-Flat (1817) 
Carnaval, Op. 9 
Hebrew Melodies, Op. 95 

Mit Myrthen und Rosen, Op. 

24 

Symphony No. 2 in C, Op. 61 
Till Eulenspiegel's Merry 

Pranks, Op. 28 
Tristan and Isolde (complete) 

Dereinst, dereinst, Gedanke 
mein 

Wie glanst der helle Mond 

Knoxville, Summer of 1915, 
Op. 24 

Peter Grimes, Four Sea Inter- 
ludes, Op. 39a 

L/Apres-Midi d'un Faunc 

Walk to the Paradise Garden 

Sorrow of Mydath, Op. 9, No. 5 

Symphony in Yellow 

The White Peacock, Op. 7, 
No. 1 

Ludus Tonalis 

Johnny spielt auf, Op. 45 
(complete) 

Concerto No. 1 in A Minor, 
Op. 15 

Daphnis et Chloe No. 2 

Sh^herazade 

Gurrelieder, Op. 35 
Lotus Land, Op. 49 
Prelude, Op. 74, No. 5 
Nozani-nd (folk song) 

-Whole Tone 

Ten Easy Pieces 

Ariettes Oubli<es 

Cinq Pornes de Baudelaire II 

Estampes 

Etudes 

Preludes, Book I 

Images, Series I 

Iberia from Images No. 2 



La Demoiselle Elue (cantata) 
La Mer 



MOVEMENT 

Second 
Valse Noble 
No. 2: An den 
Mond 

No. 9 

First: Second theme 
Part II 

Act I: Prelude 
Act III: Prelude 



Fourth Interlude: 
Second theme 
First theme 
First theme 



First theme 
Swannee River 

Song 
Third: First theme 

Fifth theme 
Opening theme 

Accompaniment 
Lied der Waldtaube 



No. 12: Realejo 

No. 9 
Bois Soir 

Harmonic du Soir 
Pagodes 

No. 2: Voiles 
Reflets dans Teau 
Second: 

Les Parfums 

de la Nuit 
Arias 
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COMPOSER TITLE MOVEMENT 

Homophonic Music Whole Tone (Cont.) 
Debussy L/Apres-Midi d'un Faune 

Debussy Nocturnes Nuages 

Debussy Pelteas et M61isande (complete) Arias 

Loeffler Pagan Poem, Op. 14 

Ravel Gaspard de la Nuit No. 1: Ondine 

No. 2: Le Gibet 
Rirnsky-Korsakov Sadko (complete) Procession of the 

Marvels 

Homophonic Music Pentatonic 
Debussy La Fille aux Cheveaux de Lin 

Debussy Nocturnes Nuages: 

Third theme 

Ravel Le Pastour 

Ravel Ma Mre 1'Oye 

Stravinsky Le Chant du Rossignol Second 

UNIT V-THE VERTICAL ASPECTS OF MUSIC: HARMONY 

In Unit IV you were asked to listen primarily to one or more lines of 
music. In this Unit on Harmony, your listening becomes somewhat more 
complex. Though the whole is greater than its parts, you will want to be 
able to identify the parts. First, you will need to be able to concentrate on 
one or more lines so that you will know whether the texture of the music 
is basically monophonic, polyphonic, or homophonic. Second, if the tex- 
ture is homophonic or polyphonic, the harmonic structure will vary with 
each style; if homophonic there is a principal melodic line supported by 
a chordal accompaniment which is called vertical harmony (or block 
style); if polyphonic, the music will move by two or more independent 
melodic lines (listening to a different voice each time) which form har- 
monies at the point where they coincide. This type of texture we have 
learned is called horizontal. In other words, we are expected to learn to 
listen both vertically and horizontally. To express it differently, the way 
you listen to Palestrina and composers of that period will differ from the 
way you will listen to the music of Haydn, Mozart, Beethoven, etc. Third, 
having decided on the harmonic texture, repeated listening will help you 
with interval recognition, simple and complex chords, nonharmonic tones, 
kinds of melody (diatonic, whole tone, or chromatic), tonality (adherence 
to a key center or not), and modulations (those which are unexpected 
and distant will be the easiest to hear). At first you may be able to tell 
only whether the composition is monophonic, homophonic, or polyphonic. 
Think of the harmonic structure in terms of relaxation and tension. To 
do this is to hear harmonically. 

The monophonic, polyphonic, and homophonic records listed in Unit 
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IV will not be given again, but can and should be used in the present 
Unit. While the records listed in Unit IV were predominantly vocal, the 
ones given in this Unit will be primarily instrumental examples. 



COMPOSER 
Intervals 

Bellini 

Bizet 
Brahms 

Brahms 
Chopin 

Dvorak 

Elgar 

Liszt 
Rimsky-Korsakov 

Rimsky-Korsakov 
Schubert 

Strauss, J. 
Strauss, R. 
Tschaikowsky 

Debussy 

Friml 
Gershwin 

Guion 

Simple Triads 

Bourgeois 
Bach 

Haydn 
Mozart 

Beethoven 



TITLE 

Examples of Organurn (see 

p. 278) 
La Sonnambula (thirds, sixths) 

Carmen (augmented seconds) 

Hungarian Dance No. 5 in F# 
Minor (thirds, sixths) 

Waltz in A-Flat, Op. 39 (thirds, 
sixths) 

Mazurka in C No. 9, Op. 7 
(fifths) 

Waltz, Op. 54 (fifths) 

"Enigma" Variations, Op. 36 
(thirds, sevenths) 

Hungarian Rhapsody No. 5 in 
E-Minor (thirds, sixths) 

Le Coq d'Or (augmented 
seconds) 

Scheherazade, Op. 35 (seconds) 

Hark, Hark, the Lark (dimin- 
ished fifths) 

The Blue Danube, Op. 317 
(thirds, sixths) 

Ein Heldenleben, Op. 40 
(sevenths, ninths) 

Marche Slave, Op. 31 (aug- 
mented seconds) 

Chopsticks (seconds, sevenths) 

La Cath6drale engloutie 
(fourths, fifths) 

Rose Marie (thirds, sixths) 

Rhapsody in Blue (diminished 
octave, fifths) 

Turkey in the Straw (fifths) 



MOVEMENT 



D'un Pensiero e 
d'un Accento 
Act I: Prelude 



No. 3 

Ninth variation 



Act II: Hymn to 

the Sun 
Fourth 



First theme 
Opening measures 



Indian Love Call 
First theme 



Old Hundredth 

Lobt Gott, ihr Christen, allzu- 

gleich (chorale) 

Symphony No. 88 in G Fourth 

Symphony No. 40 in G Minor, First: First theme 

K.550 
Symphony No. 3 in E-Flat, First: First theme 

Op. 44 (Eroica) 
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COMPOSER 

Simple Triads (Cont.) 
Beethoven 

Schubert 
Brahms 

Brahms 
Dvorak 

Foster 
Humperdinck 

Offenbach 

Tschaikowsky 

Wagner 

Berlin 

Queen Lilinokalani 

Negro convict song 

Negro spiritual 

Russian Folk Song 

A Spanish Air 

Cowboy Song 

Diminished Triad 
Bach 

Mozart 
Barnby 

Gounod 
Wagner 

Woodbury 

Augmented Triads 

Puccini 

Wagner 

Dukas 

Debussy 
Debussy 

Stravinsky 



TITLE 

Symphony No. 5 in C Minor, 

Op. 67 
Wohin? (Whither?) Op. 25, 

No. 2 
Songs, Op. 94 

Songs, Op. 99 

Symphony No. 5 in E Minor, 

Op. 95. 

Old Folks at Home 
Hansel and Gretel 

Les Contes d'Hoffmann 

1812 Overture, Op. 49 

Parsifal 

Alexander's Ragtime Band 

Aloha Oe 

Water Boy 

Deep River 

Song of the Volga Boatman 

Juanita 

Home on the Range 

Aus meines Herzens Grunde 

(chorale) 
Don Giovanni, K. 527 

Sweet and Low (diminished 

seventh) 

Rom6o et Juliette 
Tristan und Isolde 

Stars of the Summer Night 
(diminished seventh) 

Madame Butterfly 
Die Walkiire 



L/Apprenti Sorcier 

Pell&s et M61isande 
Reflets dans 1'eau 

(Also see whole tone, p. 

283 f.) 
L'Oiseau de Feu 



MOVEMENT 
Finale 



No. 4: Sapphische 

Ode 

No. 4: Wiegenlied 
First: Second theme 



Act II: Evening 

Prayer 

Act III: Barcarolle 
Beginning 
"Grail" motive 



Second phrase 

Act III: Statue 
Scene 



Act III: Scene II 
Act II: King Mark 
Scene 



Act I: Entrance of 

Cio-Cio-San 
Act II: Scene I: 

Call of the 

Walkiire 
Bringing broomstick 

to life 



Infernal Dance of 
King Kastchei 
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COMPOSER 
Seventh Chords 
Old Dutch 
Bach 

Bach 

Bach 
Bach 
Bach 

Bach 
Bach 
Bach 
Brahms 

Chopin 
Chopin 

Dvorak 
Herbert 

Strauss, J. 
Verdi 
Wagner 
Gershwin 



TITLE 

Prayer of Thanksgiving 

Chorales 

O Herre Gott, dein gottlich 

Wort 
Gott lob, es geht nun mehr zu 

Ende 

Herzliebster Jesu, was hast du 
Ein' feste Burg ist unser Gott 
Erbarm' dich mein, O Herre 

Gott 

Singen wir aus Herzens Grand 
Allein zu dir, Herr Jesu Christ 
O Ewigkeit, du Donnerwort 
Symphony No. 1 in C Minor, 
' Op. 68 

Mazurka No. 21, Op. 30 
Prelude in F 7 Op. 28 

Songs My Mother Taught Me 
Naughty Marietta 

The Blue Danube 
La Traviata 
Die Walkiire 
Rhapsody in Blue 



MOVEMENT 

Ending 
First phrase 
First phrase 

Fourth phrase 
Third phrase 
Second phrase 

Third phrase 
Third phrase 
Second phrase 
First 

No. 4 

No. 23: Closing 

measures 
Opening 
Pm Falling in Love 

with Someone 

Act I: Ah! fors e lui 
Act I: Love motive 
Last three measures 



Ninth Chords 

Franck 
Franck 
Puccini 

Debussy 
Griffes 

Ravel 
Ravel 



Sonata for Violin and Piano 
Symphony in D Minor (V 9 ) 
La Bohme (V 9 ) 

Preludes, Book I 

The White Peacock, Op. 7 

Jeux d'eau 

Pavane pour une Infante 
D<funte 



Opening section 

Third 

Act I: Mimfs 

narrative 

No. 12: Minstrels 
No. 1: Fourth 

measure 



Eleventh Chords 

Grainger 
Ravel 

Scriabin 



Mock Morris 

Le Tombeau de Couperin 

Sonata for Piano, Op. 8, No. 66 



Forlane: First 
theme 



Thirteenth Chords 

Goossens 
Debussy 



Nature Poem, No. 3 
Reflets dans 1'eau 
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COMPOSER 
Modulation 

de Lisle 

Bach 
Mozart 

Mozart 

Beethoven 

Brahms 

Brahms 

Chopin 

Franck 
Liszt 

Meyerbeer 
Rubinstein 
Schubert 

Schumann, R. 
Sullivan 

Verdi 
Wagner 

Wagner 
Wagner 



TITLE 



Marseillaise Hymn 

Ach Gott und Herr, wie gross 

und schwer 
Fantasia, K. 397 (common 

chord) 
Symphony No. 40 in G Minor, 

K. 550 

Sonata, Op. 14, No. 1 (No. 6) 
Waltz No. 15inA-Flat, Op. 39 
Symphony No. 1 in C Minor, 

Op. 68 
Mazurka, Op. 68, No. 4 

(Posthumous) (Chromatic) 
Symphony in D Minor 
Liebestraum, No. 3 
Le Prophte 
Melody in F, Op. 3 
Symphony No. 8 in B Minor 

(Unfinished) 
Abendlied, Op. 85 
Patience 

A'ida 
Parsifal 

Tannhauser 
Tristan und Isolde 



Appendices 

MOVEMENT 

Begin twelfth 

measure 
Fourth phrase 

First 
Finale 

Second and Third 

Coronation March 

No. 1 

Second 

No. 12 

Willow, Willow, 
Waly 

Act II: Scene II: 
Grand March 

Prelude: Faith 
motive 

Pilgrims' Chorus 

Act I: Tristan's en- 
trance 

Act III: Scene: 
Liebestod 



Borrowed and Altered Chords 

Bach Lebensfiirst, Herr Jesu Christ 

Bach Puer Natus in Bethlehem 

Chopin Prelude, Op. 28 

Elgar Enigma Variations, Op. 36 



Franck 
Gounod 
Rachmaninoff 
Schumann, R, 



Symphony in D Minor 
Rom6o et Juliette 
Prelude, Op. 3 
Die beider Grenadiere, Op. 



Third phrase 

Third phrase 

No. 20 

End of eighth varia- 
tion 

Beginning of ninth 
variation 

First 

Act IV: Opening 

No. 2: First theme 

No. 1: Begin meas- 
ure 26 
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COMPOSER 
Passing-Tones 

Old Elizabethan Air 
Bach 

Bach 
Bach 
Bach 
Tschaikowsky 

Wagner 

Suspensions 

Bach 
Bach 

Tschaikowsky 
Tschaikowsky 



TITLE 

The Three Ravens 

Ach Gott, vom Himmel sieh' 

darein 

An Wasserfliissen Babylon 
MacVs mit mir ? Gott 
O wir Armen Sunder 
Symphony No. 5 in E Minor, 

Op. 64 
Tristan und Isolde 



Haut' ist, O Mensch, ein grosser 
Wie schon leuchtet der Mor- 

genstern 
Concerto No. 1 in B-Flat 

Minor, Op. 23 
Symphony No. 6 in B Minor, 

Op. 74 (Path<tique) 



Appoggiatura (unprepared suspension) 
Bach Jesu, nun sei gepreiset 

Chopin Etude in F Major, Op. 25 

Herbert A Kiss in the Dark 

Ravel Miroirs 



MOVEMENT 

Second 
Sixth phrase 

Fifth phrase 
Second: First 

theme 
Act III: Prelude 

Third phrase 
Third phrase 

First 
Fourth 

Last phrase 
Oiseaux tristes 



Neighboring Tone 

Bach 

Echappee Chords 
Bach 

D6bussy 



D6bussy 
Stravinsky 

Anticipations 

Morley 
Bach 

Pedal Point 

Bach 

Bach 
Brahms 



Herr Gott, dich loben alle wir Fourth phrase 



Ach Gott, wie manches Herze- Second 

leid 
Preludes, Book II 



Reflets dans 1'eau 
L/Oiseau de Feu 



Now is the Month of Maying 
Werde munter, inein Gemiite 



Well-Tempered Clavier, Vol. I 

Well-Tempered Clavier, Vol. II 
Symphony No. 1 in C Minor, 
Op. 68 



No. 6: General 
Lavine Eccen- 
tric, Closing sec- 
tion 

Closing 



Seventh measure 
Second phrase 



Prelude XXII, 

Fuga XX: Coda 
Prelude I 
First: Opening 
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COMPOSER 
Pedal Point (Cont.) 
Sullivan 

Tschaikowsky 
Casella 



TITLE 



The Gondoliers 

Symphony No. 6 in B Minor, 

Op. 74 (Pathetique) 
Five Pieces for String Quartet 



Whole Tone (see p. 283 f.) 
Modal Music 



Dvorak 

Moussorgsky 

Pierne 



Pierne 
Debussy 

Debussy 

Ravel 

Vaughan Williams 

Pent atonic 

Old Gaelic Air 
Debussy 



Symphony No. 5 in E Minor, 
"Op. 95 (Aeolian) 
Boris Godounov (Phrygian) 

Cydalise (Lydian) 



Cydalise (Hypolydian) 
Hommage a Rameau (Hypo- 

aeolian) 
The Children's Corner 

(Aeolian) 

Sonatine (Hypoaeolian) 
Symphony No. 3, Pastoral 

(Mixolydian) 

Since My Loved One Has Gone 
Estampes 
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MOVEMENT 

When a Merry 

Maiden Marries 
First 

Preludio 
Valse Ridicule 



Finale 

Act I: Scene II: 
Varlaam's Song 

Entrance of the Lit- 
tle Fauns: First 
theme B 

Dance Lesson 

Opening 

Jimbo's Lullaby 

First: Opening 
Third 



Pagodes 



UNIT VI^NEW TONAL CONCEPTS 

The records for this Unit are examples of a harmonic structure char- 
acterized by an absence of a tonal center and increasing dissonance. At 
first, one may feel frustrated with this music but repeated listening will 
prove rewarding. 

Twelve-tone music is based on counterpoint and requires one to listen 
to horizontal lines and therefore harkens back to the linear conception 
of music of the sixteenth centuryrepetition by means of canonic imi- 
tation, augmentation, diminution, inversion, and retrogression. In defin- 
ing the difference between the type of polyphony employed prior to 1900 
and that after 1900, it may be said that, in the first instance, the melodic 
lines may be said to "fuse," whereas, with the latter, there is no "fusion"; 
it is "every line for itselfthe melodic lines are separate entities, hence, 
their dissonant qualities. 

In listening to the music of Schoenberg and other composers, the fol- 
lowing quotation seems to be very sane advice: 
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. . . the best thing to do is to throw aside all preconceptions with regard to 
this twelve-tone music of Schoenberg's and to listen to it exactly as one would 
listen to any other music, whether by Palestrina, Bach, or Wagner. It is not 
even a matter of great import if one does not discern the tone-row on the 
first hearing, any more than it is necessary to be uninterruptedly conscious of 
the theme of a fugue. However, knowledge of the tone-row of each composi- 
tion is important to the analyst and also to the performer. (Schoenberg was 
to learn, with the first performance of his one-act opera Von Heute auf Morgen 
[From Today Till Tomorrow] that the singers found it much easier to memo- 
rize their parts when they had familiarized themselves with the tone-row.) 
And in the future it may well be that the musical ear will assimilate the tone- 
row as readily as it now extracts the scale of C major from a composition in 
that key. (NewlinBMS 262) 

In listening to polytonality, remember that the harmonic texture is 
again contrapuntal. In this style tonalities are superimposed upon each 
other. If two keys are superimposed, the music is bitonal, if three or more, 
it is polytonal. However, one key is generally allowed to predominate near 
the close of the composition and one feels as though he has been moving 
toward a tonal center. 

Pan-diatonicism presents the problem of listening to a contrapuntal 
texture which combines the simpler diatonic keys. If the listener can fix 
his attention on one part, he will feel at home in the tonalities employed 
in traditional harmony. The objective, however, is to hear the parts as a 
whole, as a harmonic entity, so that the total sound may be fixed in the 
listener's mind. 

In listening to the examples listed, the following concepts may be 
observed: (1) the movement away from consonance toward extreme dis- 
sonance, thus negating traditional harmony and increasing tension; (2) 
the use of the tone row to destroy a central tonality; (3) the creation of 
planes or levels of harmony by combining two or more keys; (4) the 
eclipse of melody by harmony; and (5) the return to classic devices and 
forms. 

It may also be interesting for you to know how the contemporary 
American composer Aaron Copland rates the music of some of the com- 
posers you are about to hear. Take heart, dear listener, for, by the looks of 
his list, Mr. Copland himself may have felt somewhat frustrated at first 
in listening to "music since 1900." (The New York Times, Dec. 25, 1949): 

Very easy: Shostakovich and Khatchaturian, Francis Poulenc, Erik Satie, 
early Schoenberg and Stravinsky, Vaughan Williams, Virgil Thomson. 

Quite approachable: Prokofieff, Roy Harris, Villa-Lobos, Ernest Bloch, 
William Walton. 

Fairly difficult: late Stravinsky, B61a Bart6k, Ch&vez, Milhaud, William 
Schuman, Honegger, Britten, Hindemith, Walter Piston, 
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Very tough: middle and late Schoenberg, Alban Berg, Anton Webern, 
Varese, Kfenek, Charles Ives, Roger Sessions. 



COMPOSER 
Fourth Chord 

Milhaud 

Schoenberg 

Schoenberg 

Scott 

Scriabin 

Scriabin 

Scriabin 

Scriabin 

Scriabin 
Shostakovich 

Atonal 

Bart6k 
Bart6k 

Berg 
Berg 
Berg 

Berg 

Casella 

D6bussy 

Dubensky 

Hindemith 

Hindemith 

Hindemith 

Honegger 

Honegger 

Honegger 

Kfenek 

Piston 
Riegger 

Ruggles 
Ruggles 
Schoenberg 

Schoenberg 
Schoenberg 

Schoenberg 
Schoenberg 



TITLE 



MOVEMENT 



IX: Sumare 



Nocturne 

No. 12: Minstrels 



Saudades do Brazil 

Chamber Symphony No. 2 

Erwartung, Op. 17 

Lotus Land, Op. 47 

Le Pom de Fextase, Op. 54 

Masque No. 1, Op. 63 Deux Pomes 

Prelude No. 2, Op. 37 Opening 

Prometheus: The Poem of Fire, 

Op. 60 

Quasi Valse, Op. 47 
Symphony No. 5, Op. 47 First: Beginning 

Allegro Barbaro (12 tone) 

Concerto for Violin and Or- Third 
chestra 

Der Wein (12 tone) 

Lulu (opera 12 tone) 

Lyric Suite for String Quartet, 
Op. 3 (12 tone) 

Kammer-Konzert (12 tone) 

Five Pieces for String Quartet 

Preludes, Book I 

Atonal Fugue 

Ludus Tonalis (12 tone) 

Mathis der Maler (modal, 12 
tone) 

Tanzstiick, Op. 37, No. 4 

Le Roi David 

Pacific 231 (12 tone) 

Symphonic Liturgique Dies Irae 

Twelve Little Piano Pieces (12 Dancing Toys 
tone) 

The Incredible Flutist (from 
diatonic to 12 tone) 

Third Symphony (modified 12 
tone) 

Man and Mountains 

Sun-Trader 

Concerto for Piano and Orches- 
tra, Op. 42 (12 tone) 

Concerto for Violin and Or- 
chestra (12 tone) 

Das Buch der hangenden Gar- 
ten, Op. 15 

Drei Klavierstiicke, Op. 11 

Ewartung, Op. 17 (12 tone) 
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COMPOSER 
Atonal (Cont.) 
Schoenberg 

Schoenberg 
Schoenberg 

Schoenberg 

Schoenberg 
Schoenberg 

Schoenberg 

Sessions 
Strauss, R. 
Thomson 
Varese 

PolytonaKty 

Mozart 

Barber 

Bartok 

Casella 

Casella 

Debussy 

Griffes 

Harris 

Harris 
Honegger 

Kfenek 
Milhaud 

Milhaud 



Milhaud 
Milhaud 

Prokofieff 
Ravel 
Stravinsky 
Stravinsky 



Stravinsky 
Vaughan Williams 



TITLE 

Five Orchestral Pieces, Op. 16 
(12 tone) 

Piano Suite, Op. 25 

Quintet for Flute, Oboe, Clar- 
inet, Bassoon, Horn (12 tone) 

Sechs kleine Klavierstiicke, 
Op. 19 

Serenade, Op. 24 (12 tone) 

Variations for Orchestra, Op. 
31 (12 tone) 

Violin Concerto, Op. 36 (12 
tone) 

String Trio 

Electra (also polytonal) 

Louisiana Story (12 tone) 

Arcana, Symphonic Poem 

Musikalischer Spass, K. 522 
(Musical Joke) 

Concerto for Violin and Or- 
chestra 

Bagatelle 

Eleven Pieces for Children 

Sonatina for Piano 

Preludes, Book II 

Roman Sketches 

Concerto for Piano, Clarinet, 
and String Quartet 

Sonata, Op. 1 

Symphonic Liturgique 

Piano Pieces, Op. 39, No. 1 
Concerto for Piano and Or- 
chestra 
Saudades do Brazil 



MOVEMENT 



Second Orchestral Suite 
Sonate for Piano 

Sarcasmes 

Valses Nobles et Sentimentales 

L/Histoire du Soldat 

Petrouchka 



Le Sacre du Printemps 
Symphony No. 3, Pastoral 



No. 5 
Fourth 



Fugue 



Preludio 

Finale 

Brouillards 

Clouds 

Fantasia 

First and Second 
De profundis 
clamavi 

Tres vif 

VII: Corcovado 
VIII: Tijuca 
IV: Sumare 
Finale 

Second: near 
middle 



Chez Petrouchka 
Dance of the Nurses 
The Barrel Organ 
Augeries of Spring 
Sacrificial Dance 
First 
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COMPOSER TITLE MOVEMENT 

Pan-Diatonic 

Auric Les Facheaux 

Berkeley Overture 

Carter Minotaur 

Casella Sonata for Cello, Piano 

Harris Little Suite for Piano 

Malipiero Concerto for Violin First 

Poulenc Mouvements Perpetuels No. 1: Beginning 

Rieti Concerto for Wind Quintet 

and Orchestra 

Schuman, W. Symphony No. 4 First 

Strauss, R. An Alpine Symphony, Op. 64 Night 

Stravinsky Petrouchka Mardi Gras 

Stravinsky Suite for Two Pianos Var. 4 

Wellesz Short Suite for Seven Instru- 
ments 

Comparative Style of Ten Different Composers 

Ballantine Variations on Mary Had a Little 

Lamb 



UNIT VII-THE ACOUSTICAL ASPECTS OF MUSIC: 
TONE COLOR 

One of the many pleasures in listening to music is in the identification 
of the many tone colors which are used singly and in combination. The 
old saying that "practice makes perfect" is only too true when applied 
to learning the tone colors of the various voices and instruments. 

Obviously, the best way to learn the various tone colors is (1) to listen 
to each voice or each instrument individually the records which follow 
have been chosen primarily with this in mind; (2 when you are sure you 
can identify the tone colors separately, then try hearing a specific tone 
color in combination with several other tone colors, (3) listen to an en- 
tire piece of music, identifying the tone colors as they come into promi- 
nence; and (4) associate the specific instrument with the music which it 
playsthis not only helps with recognition of the tone color, but will in- 
dicate the kind of music for which the instrument or voice is best suited. 
Whole compositions have become renowned just because a composer has 
used a specific tone color in a certain passage. 

Since the following list is rather formidable, much time and effort can 
be saved by concentrating on those tone colors which may be vague or 
unfamiliar to the listener. 

In the case of the vocal tone colors listed, it is left to the instructor 
or listener to choose specific titles to illustrate them. 
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Coloratura Soprano 

Anna Maria Alberghetti 
Eva De Luca 

Lyric Soprano 

Licia Albanese 
Ellabelle Davis 
Dorothy Kirsten 

Dramatic Soprano 

Kirsten Flagstad 
Margaret Harshaw 
Zinka Milanov 

Mezzo Soprano 

Herta Glaz 
Mildred Miller 
Gladys Swarthout 

Contralto 

Marian Anderson 
Jean Madeira 

Lyric Tenor 

Kurt Baum 
Jussi Bjoerling 
Richard Crooks 
Charles Kullman 

Dramatic Tenor 

Lauritz Melchior 

Baritone 

Walter Cassel 
Donald Dickson 
Mack Harrell 
Robert Merrill 

Bass Baritone 

Jerome Hines 
Hans Hotter 
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Patrice Munsel 
Roberta Peters 
Lily Pons 

Dorothy Maynor 
Eleanor Steber 
Frances Yeend 



Regina Resnik 
Helen Traubel 
Astrid Varnay 

Rise Stevens 
Blanche Thebom 
Jennie Tourel 

Elena Nikolaidi 
Claramae Turner 



Mario Lanza 
James Melton 
Jan Peerce 
Richard Tucker 



Set Svanholm 
Ramon Vinay 

Martial Singher 
Lawrence Tibbett 
William Warfield 
Leonard Warren 

George London 
Ezio Pinza 
Cesare Siepi 



Basso Buffo 

Salvatore Baccoloni 

COMPOSER TITLE 

For comparative tone color of all instruments: 
Britten Young Persons' Guide to the 

Orchestra 

Symphony Orchestra Series, 4 
vols. (Decca) 



MOVEMENT 
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COMPOSER 



Piccolo 

Bach 
Handel 
Berlioz 
Piem< 

Rimsky-Korsakov 
Sousa 

Tschaikowsky 
Tschaikowsky 

Copland 

Schoenberg 

Stravinsky 

Flute 

Bach 
Bach 
Haydn 
Mozart 

Beethoven 
Barber 

Debussy 

Gould 
Griffes 
Hindemith 
Milhaud 

Piston 
Ravel 

Oboe 

Bach 

Handel 

Cimarosa 

Haydn 

Mozart 

Rimsky-Korsakov 
Strauss, R. 
Loeffler 

Milhaud 
Piston 



TITLE 

Suite No. 6 in D Major 
Water Music 

Damnation of Faust, Op. 24 
Cydalise, Ballet 



Appendices 

MOVEMENT 



Minuet 

Entry of the Little 

Fauns 
Second 



Scheherazade, Op. 35 

Stars and Stripes Forever 

Nutcracker Suite, Op. 71a Chinese Dance 

Symphony No. 4 in F Minor, Scherzo 

Op. 36 

Appalachian Spring, Ballet 
Pierrot Lunaire, Op. 21 Dandy 

Petrouchka, Ballet Carnival 



Sonatas for Flute, Harpsichord 

Suite No. 2 in B Minor 

Sonata in G for Flute, Piano 

Concerto No. 1 in G Major, 
K. 313 

Octet in E-Flat Major, Op. 103 

Capricorn Concerto for Flute, 
Oboe, Trumpet 

Sonata No. 2 for Flute, Viola, 
Harp 

Spirituals for Orchestra 

Poem for Flute and Orchestra 

Sonata for Flute, Piano 

Sonata for Flute, Oboe, Clar- 
inet, Piano (1918) 

The Incredible Flutist 

Sch6h6razade 



La Flute Enehantee 



Brandenburg Concerto No. 1 Adagio 
in F Major 

Sonatas for Flute, Oboe, Con- 
tinue 

Concerto for Oboe, Strings 

Concerto in C for Oboe 

Concerto in C for Oboe, 
Strings, K. 314 

Scheherazade, Op. 35 Second 

Concerto for Oboe 

Two Rhapsodies for Oboe, 
Viola, Piano 

Pastorale for Oboe, Clarinet, 
Bassoon 

Suite for Oboe, Piano 
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COMPOSER 
English Horn 

Berlioz 
Dvorak 

Franck 

Ippolitoff-Ivanoff 

Rimsky-Korsakov 

Rossini 

Wagner 

Copland 
Honegger 

Vaughan Williams 

E-Flat Clarinet 

Strauss, R. 
Strauss, R. 
Ravel 
Stravinsky 

Clarinet 
Mozart 
Spohr 
Brahms 

Glinka 
Weber 
Bartok 
Copland 

Gershwin 
Hindemith 

Ives 

Sowerby 

Bass Clarinet 

Tschaikowsky 

Wagner 
Wagner 



Wagner 



TITLE 

Fantastic Symphony, Op. 14 
Symphony No. 5, The New 

World 

Symphony in D Minor 
Caucasian Sketches 
Spanish Caprice 
William Tell 
Tristan und Isolde 

The Quiet City 

Concerto da Camera for Flute, 

English Horn 
London Symphony 

Ein Heldenleben, Op. 40 
Till Eulenspiegel 
Daphnis and Chloe, Suite No. 2 
Le Sacre du Printemps 

Concerto for Clarinet, K. 622 
Clarinet Concerto 
Quintet for Clarinet in B 

Minor, Op. 115 
Trio Pathetique for Clarinet, 

Piano, Bassoon 
Concerto for Clarinet in F 

Minor, Op. 73 
Contrasts for Violin, Clarinet, 

Piano 
Concerto for Clarinet, String 

Orchestra 
Rhapsody in Blue 
Sonata for Clarinet, Piano 

(1939) 

Largo for Violin, Piano, Clar- 
inet 
Sonata for Clarinet, Piano 



MOVEMENT 

Third 
Second 

Second 

In the Village 
Second 
Pastorale 

Act III: Shepherd's 
tune 



Second 



Scaffold Scene 



Nutcracker Suite, Op. 71a 

Gotterdammerung 
Lohengrin 



Tristan und Isolde 



Dance of the Sugar 
Plum Fairy 

Rhine Journey 

Act II: This 
Woman is Won- 
drous 

Act II: King Mark 
Scene 
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COMPOSER 

Bass Clarinet (Cont.) 
Wagner 



Wagner 
Schoenberg 

Stravinsky 

E-Flat Saxophone 

Bizet 

Glazounov 
Carpenter 
Creston 

Debussy 
Ibert 

Janssen 
Webern 

Bassoon 

Vivaldi 

Mozart 

Dukas 

Grieg 

Strauss, R. 

Hindemith 
Ravel 

Stravinsky 
Stravinsky 
Taylor 

Horn in F 

Haydn 

Haydn 
Mozart 
Brahms 
Mendelssohn 



TITLE 



Tristan und Isolde 



Die Walkiire 

Serenade for Septet, Baritone 

Voice, Op. 24 
Petrouchka, Ballet 



L/Arlesienne Suite No. 1 

Concerto for Saxophone (1936) 

Skyscrapers 

Sonata for Saxophone, Piano, 

Op. 19 
Rhapsody for Saxophone, 

Orchestra 
Concertino da Camera for 

Saxophone 

New Year's Eve in New York 
Quartet for Saxophone 

Concerto in B-Flat Major for 

Bassoon 
Concerto in B-Flat Major for 

Bassoon, K. 191 
L'Apprenti Sorcier 
Peer Gynt Suite No, 1 

Duet Concertino (Clarinet, 

Bassoon) 

Sonata for Bassoon 
Mother Goose Suite (double 

bassoon) 
L'Oiseau de Feu 
Lc Sacre du Printenips 
Through the Looking Glass 



Appendices 

MOVEMENT 

Act III: 

Commencement 

of Liebestod 
Wotan's Anger 



Death of 
Petrouchka 

Prelude 



In the Hall of the 
Mountain King 



Beauty and the 

Beast 
Lullaby 
Beginning 
Jabberwocky 



Concerto No. 1 in D Major for 

Horn 
Concerto No. 2 in D Major for 

Horn 
Concerto in E-Flat for Horn, 

Orchestra 
Trio in E-Flat for Piano, Violin, 

Horn, Op. 40 
Midsummer Night's Dream, Nocturne 

Op. 61 
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COMPOSER 
Horn in F (Cont.) 
Rimsky-Korsakov 
Strauss, R, 

Wagner 
Wagner 
Wagner 

Chavez 

Debussy 
Stravinsky 

Trumpet 

Bach 

Handel 

Haydn 

Sibelius 

Strauss, R. 

Verdi 

Copland 

Debussy 

Honegger 

Jolivet 

Trombone 

Haydn 
Beethoven 

Chabrier 

Rimsky-Korsakov 

Tschaikowsky 

Wagner 

Wagner 

Harris 

Hindemith 

Poulenc 

Stravinsky 

Tuba 

Berlioz 

Sibelius 

Wagner 

Wagner 

Stravinsky 



TITLE 

Scheherazade, Op. 35 
Concerto in E-Flat Major for 

Horn, Op. 11 
Gotterdammerung 
Die Meistersinger 
Das Rheingold 

Concerto for 4 Horns, 

Orchestra 
Iberia 
L/Oiseau de Feu 



Brandenburg Concerto No. 2 
Royal Fireworks Music 
Concerto in E-Flat Major for 

Trumpet 
En Saga, Op. 9 
Ein Heldenleben 
Aida 

The Quiet City 
Nocturnes 
Symphony No. 2 for Strings, 

Trumpets 
Concerto for Trumpet, Piano, 

Strings 



MOVEMENT 



Second 



Rhine Journey 
Act III: Prelude 
Valhalla: Final 
Scene 



Second 
Last 



Allegro 



Triumphal March 
FStes 



82, 6 

in C Minor, Fourth 



Divertimenti Nos. 
Symphony No. 5 

Op. 67 
Espana 

Russian Easter Overture 
Symphony No. 6 in B Minor, 

Op. 74 (Path6tique) 
Das Rheingold 
Tannhauser 
Symphony No. 3 
Sonata for Trombone 
Trio for Trumpet, Trombone, 

Horn 
Octet for Wind Instruments 



Fantastic Symphony, Op. 14 

Finlandia 

Gotterdammerung 

Siegfried 

Petrouchka 



Fourth 

Scene II 
Overture 



Last 

Funeral Music 

Prelude 

Peasant an4 Bear 
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COMPOSER 
Percussion: 

Timpani 

Handel 

Beethoven 

Lalo 

Strauss, R. 
Bart6k 

Loeffler 

Gould 

Martin 

Scriabin 

Thomson 

Glockenspiel 

Tschaikowsky 

Wagner 

Weinberger 

Ravel 

Xylophone 

Taylor 

Thomson 

Chimes-Bells 

Sibelius 

Tschaikowsky 
Mahler 
Cowell 
Vibraphone 

Gould 
Gould 
Celesta 
Tschaikowsky 

Bart6k 

Drums, Cymbals, etc. 
Tschaikowsky 
Strauss, R. 

Wagner 
Bart6k 

Copland 
Gershwin 



TITLE 



Royal Fireworks Music 

Symphony No. 9 in D Minor, 
Op. 125 

Symphonic Espagnole 

Burleska 

Sonata for Two Pianos, 
Percussion 

A Pagan Poem, Op. 14 

Latin-American Symphonette 

Concerto for Winds, Percus- 
sion, Strings 

Poem of Fire, Op. 60 

Five Portraits 

Nutcracker Suite, Op, 71a 
Die Meistersinger 

Schwanda 

Daphnis et Chlo6, Suite No. 2 

Through the Looking Glass 
Five Portraits 



Appendices 

MOVEMENT 



Latin-American Symphonette 
Spirituals for Orchestra 

Nutcracker Suite, Op. 71a 

Music for String Instruments, 
Percussion, Celesta 

1812 Overture, Op. 49 
Till Eulenspiegel, Op, 28 

(snare drum) 
Lohengrin (cymbals) 
Concerto for Orchestra 

(snare drum) 
Rodeo (bass drum) 
Rhapsody in Blue (cymbals) 



Second 



Percussion Piece 

Chinese Dance 
Dance of 

Apprentices 
Polka and Fugue 



Percussion Piece 



Symphony No. 4 in A Minor, Fourth 

Op. 63 

1812 Overture, Op. 49 
Symphony No. 2 in C Minor 
Symphony No. 4 



Dance of the Sugar 
Plum Fairy 



Act III: Prelude 
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COMPOSER 
Organ 

Bach 

Handel 

Franck 

Guilmant 

Weinberger 

Widor 

Hindemith 

Hoist 

Poulenc 

Sowerby 
Thomson 

Piano 

Bach 

Beethoven 
Grieg 

Tschaikowsky 
Bart6k 

Bernstein 

Bernstein 

De Falla 

Gershwin 

Gould 

Ives 

MacDowell 

Riegger 
Sessions 
Var&se 

Harp 

Gli&re 

Rimsky-Korsakov 

Saint-Saens 

Strauss, R. 
Strauss, R. 
Barber 
Bax 



TITLE MOVEMENT 



Polka and Fugue 



Fantasia and Fugue in G Minor 

Concerti for Organ, Op. 4 

Fantasia in C 

Sonata No. 1 in D Minor 

Schwanda, the Bagpiper 

Symphony No. 6 in G Minor 
for Organ, Op. 42 

Sonata for Organ 

The Planets 

Concerto in G Minor for Or- 
gan, Strings, Timpani 

Symphony in G Major 
for Organ 

Variations on Sunday School 
Tunes 



Concerto No. 2 in C Major for 

Three Pianos 
Concerto No. 5 in E-Flat 

Major, Op. 73 
Concerto in A Minor for Piano, 

Op. 16 
Concerto No. 1 in B-Flat 

Minor, Op. 23 
Music for Strings, Percussion, 

Celesta 

Age of Anxiety 
Seven Anniversaries 
El Amor Brujo 
An American in Paris 
Latin-American Symphonette 
Piano Sonata No. 2 (Concord) 
Concerto No. 2 in D Minor, 

Op. 23 
New Dance 

Sonata No. 2 for Piano 
lonization 

Concerto for Harp, Orchestra 

Scheherazade 

Concert Piece for Harp, 

Orchestra, Op. 154 
Don Juan, Op. 20 
Ein Hejdenleben, Op, 40 
The School for Scandal Overture 

Quintet for Harp, Strings 

(1919) 
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COMPOSER 

Harp (Cont.) 

Hanson 

Hanson 

Hoist 

Ravel 

Ravel 
Salzedo 

Violin 

Bach 

Handel 

Mozart 

Beethoven 

Brahms 

Chausson 

Mendelssohn 

Berg 

Ives 
Piston 

Viola 

Bach 

Handel 
Mozart 

Stamitz 
Brahms 

Bartok 

Bloch 
Debussy 

Kohs 
Martinu 

Cello 

Couperin 



TITLE 

Symphony No. 1 (Nordic) 
Symphony No. 2 (Romantic) 
The Planets 
Introduction and Allegro for 

Harp, Strings 
Ma Mre 1'Oye 
Eight Dances for Harp 

Concerto in D Minor for Two 

Violins 
Sonata No. 4 in D Major for 

Violin, Piano 
Concerto No. 4 in D Major for 

Violin, K. 218 
Sonata No. 9 in A Major, 

Op. 47 (Kreutzer) 
Concerto in D Major for 

Violin, Op. 77 
Pome for Violin, Orchestra, 

Op. 25 
Concerto in E Minor for 

Violin, Op. 64 
Concerto for Violin, Piano, 

13 Wind Instruments 
Sonata No. 2 for Violin, Piano 
Sonata for Violin, Piano 



Suite No. 2 for Viola 

Unaccompanied 
Concerti for Viola, Orchestra 
Duo in G for Violin, Viola, 

K. 423 

Concerto for Viola in D Major 
Songs for Alto, Viola, Piano, 

Op. 91 
Concerto for Viola and 

Orchestra 

Five Pieces for Viola, Piano 
Sonata No. 2 for Flute, Viola, 

Piano 
Chamber Concerto for Viola, 

String Nonet 
Three Madrigals for Violin, 

Viola 



Pieces en Concerto for 'Cello, 
Orchestra 



Appendices 

MOVEMENT 
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COMPOSER 
Cello (Cont.) 
Mozart 

Beethoven 
Brahms 

Lalo 
Faur< 

Kabalevsky 

Khachaturian 

Phillips 

Double Bass 

Berlioz 
Bottesini 

Dragonetti 

Saint-Saens 

Berg 

Copland 

Milhaud 

Poulenc 

Thomson 
Villa-Lobos 



TITLE 

Quartet in C Major, K. 465 

(Dissonant) 
Concerto in C for Violin, 

'Cello, Piano, Op. 56 
Concerto in A Minor for 

Violin, 'Cello, Op. 102 
Concerto for 'Cello, Orchestra 
Elegie for 'Cello, Orchestra, 

Op. 24 

Concerto for 'Cello 
Concerto for 'Cello, Orchestra 
Sonata for 'Cello, Piano 



MOVEMENT 



Fifth 



Fantastic Symphony, Op. 14 
Grand Duo Concertante for 

Violin, Double Bass 
Concerto for Double Bass 
Carnival of Animals 
Concerto for Violin, Orchestra First 
Rodeo First 

Quintet No. 2 
Concerto for Two Pianos, 

Orchestra 
Louisiana Story 
Ch6rosNo. 10 



L'Elephant 



PART III-SYNTHESIS OF MUSICAL ELEMENTS 

UNIT VIII-JUXTAPOSITION OF MUSICAL ELEMENTS 

In listening to the records listed here, the listener's problem becomes 
more complex. Not only must he decide whether the music is (1) basi- 
cally rhythmic, melodic, or harmonic, (2) horizontal contrapuntalpoly- 
phonic, or verticalblock style homophonic; (3) polyharmonic, or poly- 
rhythmic; or (4) a combination of any of the preceding; but, in addition, 
he must determine in what manner these elements have been juxtaposed, 
and observe the juxtaposition of color. 

If desired, additional material can be obtained by referring to any of 
the record lists in Appendix V. In fact, the more a given composition 
can be used for illustration, the greater the cumulative effect and value 
of that piece of music. 

The following records illustrate one or more phases of juxtaposition. 
Test, now, the musical resources which you have gained through the mu- 
sical experiences you have had with the music and study material of this 
and the other Units. 
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COMPOSER 
Bach 

Beethoven 
Beethoven 
Brahms 
Chopin 

Franck 
Moussorgsky 

Rachmaninoff 

Rimsky-Korsakov 
Saint-Saens 
Saint-Saens 
Strauss, J. 
Strauss, R. 

Tschaikowsky 
Tschaikowsky 
D6bussy 

Griffes 
Harris 
Schoenberg 

Scriabin 



TITLE 

Well-Tempered Clavier, 

Books I, II 
Symphony No. 3 in E-Flat, 

Op. 55 
Symphony No. 7 in A Major, 

Op. 92 
Symphony No. 1 in C Minor, 

Op. 68 (juxtaposed themes) 
Etudes, Op. 10, No. 8 in F 

Major (juxtaposed themes) 
Symphony in D Minor 
The Nursery (song cycle) 

Prelude in C# Minor, Op. 3, 

No. 2 

Scheherazade, Op. 35 
Danse Macabre, Op. 40 
Phaeton, Op. 39 
Tales from the Vienna Woods 
Death and Transfiguration, 

Op. 24 
Eugene On6gin, Op. 24 

Symphony No. 5 in E Minor, 

Op. 64 
Preludes, Book I 

Roman Sketches 
Sonata for Violin, Piano 
Sechs kleine Klavierstucke, 

Op. 16 
Prelude, Op. 31, No. 4 



MOVEMENT 
Preludes, Fugues 

First 

Second 

Fourth 



Second 

No. 6: The Hobby 
Horse 



First 



Exposition 

Act II: No. 13: 

Waltz 
Second 

Danseuse de 

Delphes 
Clouds 
First 



UNIT IX-THE ARCHITECTURAL ASPECTS 
OF MUSIC: FORM 

The following examples are intended to show the use of the motive as 
a device in musical construction. First, listen to the whole composition. 
Replay, this time observing its organic growth through the manipulation 
of the motive by means of repetition, sequence, augmentation, diminu- 
tion, and/or its embellishment. To hear these details, repeated listening 
is required. Perhaps it will be necessary to replay and compare small sec- 
tions with each other though the whole method is again recommended. 

In the short pieces listed next, the motive can be heard simply, briefly, 
and clearly, uncluttered by irrelevant matters. A brief additional list of 
recordings is appended if the listener wishes to try his hand with the 
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motive in a somewhat more complex setting. Humming or singing the 
motive as it is introduced will help the listener to follow its repetitions. 



COMPOSER 

Beethoven 
Chopin 

Mendelssohn 



Schumann 
Schumann 

Songs 
Sequence 

Bohm 

Calkin 

Crouch 
Schubert 

Spirituals 

Supplementary List 
Motive 

Haydn 
Mozart 

Beethoven 
Beethoven 

Brahms 

Dukas 

Franck 

Liszt 

Rimsky-Korsakov 
Sibelius 

Tschaikowsky 



TITLE 

Bagatelles, Op. 33 
Preludes, Op. 28 

Songs without Words 

Op. 19, No. 6 in G Minor 

Op. 53, No. 5 in A Major 
Op. 62, No. 1 

Op. 67, No. 4 in C Major 

Op. 102, No. 3 in C Major 
Op. 102, No. 5 in A Major 

Album for the Young, Op. 68 



MOVEMENT 

Nos. 1, 2, 3, 6, 7 
Nos. 1, 5, 7, 9, 12, 
15, 20 

No. 6: Venetian 

Boat Song No. 1 
No. 23: Folk Song 
No. 25: May 

Breezes 
No. 34: Spinning 

Song 

No. 45: Tarantella 
No. 47: The Joyous 

Peasant 
Nos. 6, 8, 17, 29 7 34 



Scenes from Childhood, Op. 15 Nos. 1, 2, 6, 12 



Calm as the Night, Op. 26, 

No. 27 
I Heard the Bells on Christmas 

Day 

Kathleen Mavourneen 
Schwanengesang (14 lieder) 



Steal Away 

My Lord, What a Mourning 



No. 4: Standchen 
(Serenade) 



Symphony No. 94 in G Major First 
Symphony No. 40 in G Minor, First 

K. 550 

Quartet in F Major, Op. 135 Fourth Intro. 
Symphony No. 5 in C Minor, First 

Op. 67 
Symphony No. 4 in E Minor, First 

Op. 98 

L'Apprenti Sorcier 

Symphony in D Minor Third theme 

Les Pr61udes, Symphonic Poem 

No. 3 

Scheherazade, Op. 35 Second 

Symphony No. 2 in D Major, First 

Op, 43 
Symphony No. 6 in B Minor, First 

Op. 74 
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Simple Part Forms 

The recordings listed below are examples of the simple part forms. 
The list comprises the two-part, three-part, and five-part forms. The plan 
for study should be that already shown, using the steps which seem per- 
tinent in each case. 

Play the composition as a whole. Then replay, observing the continued 
growth of the music by the addition of the principle of variety contrast. 
Notice, also, the interplay organic growth of unity and variety. Replay 
as many times as necessary, listening for such details as: the phrase, pe- 
riod, cadences, irregular phrases, double period, phrase groups, and the 
resultant part forms two-, three-, and five-part forms. The uninitiated 
listener will find that it is much more difficult to pick out the details 
than it is to hear the interplay of unity and variety. Repeated listening 
and forbearance will prove rewarding. 



COMPOSER 
Two-Part Form 

Haydn 

Mozart 
Brahms 
Brahms 
Chopin 
Schubert 

Schubert 
Schubert 

Schubert 

Three-Part Form 

Brahms 

Brahms 

Chopin 

Chopin 

Chopin 

Grieg 

Mendelssohn 



TITLE 



MOVEMENT 



Serenade 



Minuet 



Quartet Op. 3, No. 5 in F 

Major 

Don Giovanni, K. 527 
Waltz, Op. 39, No. 3 
Waltz, Op. 39, No. 9 
Prelude, Op. 28, No. 22 
Ellen's Zweiter Gesang, Op. 52, No. 6: Ave Maria 

No. 2 
Die Forelle (The Trout), 

Op. 32 
Der Tod und das Madchen 

(Death and the Maiden), 

Op. 7, No. 3 
Schwanengesang 



No. 4: Standchen 
(Serenade) 



Nightingale, Op. 97, No. 1 
Waltz in A-Flat Major, Op. 39, 

No. 15 
Mazurka in E-Flat Major, Op. 

6, No. 4 
Nocturne in E-Flat, Op. 9, 

No. 2 
Waltz in D-Flat Major, Op. 64, 

No. 15 
Le Papillon (The Butterfly), 

Op. 43, No. 11 
Songs without Words 

Op. 62, No. 25 

Op. 62, No. 30 



No. 6: Spring Song 
No. 1; May Breezes 
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COMPOSER TITLE MOVEMENT 

Three-Part Form (Cont.) 
Rachmaninoff Prelude in C$ Minor, Op. 3, 

No. 2 

Saint-Saens The Carnival of Animals The Swan 

Schubert Moment Musical, Op. 94, No. 

5, in F Minor 
Romance, Op. 28, No. 2, in FJ 

Major 
Prelude, Book I 



Schumann 

Debussy 

Debussy 



Gardiner 

MacDowell 
MacDowell 

Five-Part Form 

Beethoven 

Chopin 
Chopin 
Chopin 
Gounod 
Mendelssohn 

Tschaikowsky 
Debussy 

Prokofieff 



No. 3: The Wind on 

the Plain 
No. 8: The Maid 

with the Flaxen 

Hair 



Adagio Cantabile 



Prelude, Book I 



From the Canebrake, Op. 5, 

No. 1 

To a Water Lily, Op. 51, No. 6 
To a Wild Rose, Op. 51, No. 1 



Sonata, Op. 13, No. 8, in C 

Minor 
Mazurka, Op. 56, No. 2, No'. 33 

in B Major 
Nocturne, Op. 27, No. 2 in D- 

Flat Major 
Prelude, Op. 28, No. 17, in A- 

Flat Major 
Faust Act IV: Soldiers' 

Chorus 
Songs without Words, Op. 67, No. 34: Spinning 

No. 4 

Nutcracker Suite, Op. 71 a 
The Children's Corner Suite 



Song 

Dance of the Flutes 
Serenade of the 

Doll 
March 



The Love for Three Oranges, 

Op. 33 
Larger Forms 

The recordings in the list that follows represent examples of the larger 
part forms. The listening suggestions given for the motive, and the sev- 
eral part forms should be carried forward now to the larger part forms. 
Listen for the large divisions of the form first, leaving the details for re- 
peated listening, the whole being greater than its parts. 

It will be observed that the Song Form with Trio a larger A-B-A 
form sounds like two distinct pieces. Listen for the first melody at its 
recurrence after the deviating section B, the Trio. In a contrasting style 
and tempo, the Trio is generally in the tonic or subdominant key or con- 
trasting mode. If any transitional material is present, it will occur be- 
tween the Trio and the return of the principal song. It is an exception 
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if any transitional material appears between the Principal Song and the 
Trio. If there are two Trios, A is heard after each trio. 

In listening to the Rondo forms, it again is well to listen first for the 
large divisions and the inevitable recurrence of the principal theme which, 
though shortened or modified, is always in the tonic key. Grasping the 
themes as a whole will help stabilize your listening, much as a person 
stabilizes his body while holding on to a strap hanger in a bus thus giv- 
ing himself a certain sense of security and confidence. 

Observe the statement of the theme and the variations of it in listen- 
ing to the Variation form. Of all of the larger forms, the theme and varia- 
tion is the most easily perceived, due to the simplicity in the statement 
of the theme and the likeness of the form of the variation to the theme 
itself especially is this true in the classical variation. Variety is solely de- 
pendent on rhythmic, melodic, harmonic, or coloristic variation of the 
theme. The listener will find the small variation form is the easiest to 
grasp since the variations are uncluttered with nonessentials. Starting with 
Beethoven, the large variation form is the more complex, due to the fact 
that there is likely to be a variety of keys, thematic manipulation, and 
the use of two themes. One is impressed first by the content of these 
large variation forms, their structure last. Their complexity is best shown 
by contrasting examples of the small variation with the larger form. The 
listener will find it very rewarding if first he recognizes these more com- 
plex compositions as great works of art, leaving the details for repeated 
listening. The more complex the works, the greater is the need for a feel- 
ing of security, so, the listener will do well to sing or hum the theme 
as it is first introduced, thus making it easier for him to identify the varia- 
tions as they are presented. 

Unit IV of this Appendix lists examples of polyphonic music. The 
listener would do well to select some of the choral examples from this list 
for rehearing before going on to the more complex examples of the Fugue. 
The listener will find that words will help to particularize the melodic 
line. Start with two-voiced rounds and canons and follow them with the 
somewhat more complex choral examples of polyphony, such as the mad- 
rigal and the motet. In listening to any polyphonic music, priority must 
be given to the most important melodic line as it occurs in whatever 
voice. At first you may be able to hear only the beginning of the melodic 
line as a motive, but through repeated listening, the entire melody will 
be grasped as a unit in a more or less unbroken line as it threads its way 
through the musical fabric. Polyphonic music is not for casual listening. 
Active attention is required in order to follow two or more simultaneous 
lines and the interplay of unity and variety. 

In the beginning, the listener should content himself with the follow- 
ing in listening to the Sonata-Allegro Form: (1) the point where the Ex- 
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position ends and the Recapitulation begins thus, the deviating middle 
section is marked off and the broad A-B-A form will be outlined; and 
(2) recognizing the several themes which should be grasped as a whole. 
As suggested before, humming or singing the principal theme will help 
not only to recognize its subsequent appearances, but also to fix the sub- 
ordinate theme and its return, the theme or themes used in the develop- 
ment section, and finally the recognition of the smaller deviations. Re- 
peated listening will provide the additional details of structure and form, 
e.g., phrase, period, cadences, etc. 



COMPOSER 
Song Form with Trio 

Haydn 

Mozart 

Beethoven 

Brahms 

Chopin 

Mendelssohn 

Molloy 

Sousa 

Debussy 

Dett 

First Rondo 

Mozart 

Mozart 

Beethoven 
Beethoven 
Beethoven 
Beethoven 

Chopin 
Chopin 
Chopin 
Chopin 
Mendelssohn 

Schumann, R. 



TITLE 



MOVEMENT 



Menuetto 



Symphony No. 6 in G Major, Third 

B.H. No. 94 (Surprise) 
Sonata No. 11 in A Major, 

K. 331 
Symphony No. 5, Op. 67, in C Third 

Minor 
Hungarian Dance in D-Flat 

Major, No. 6 
Polonaise in A Major, Op. 40, 

No. 1 (Military) 
Midsummer Night's Dream, 

Op. 61 (two trios) 
The Kerry Dance 
Stars and Stripes Forever 
The Children's Corner Suite 



Wedding March 



In the Bottoms Suite 



Sonata No. 9, K. 284 

Sonata No. 11 in A Major, 

K. 331 

Sonata, Op. 2, No. 1 
Sonata, Op. 2, No. 2 
Sonata, Op. 2, No. 3 
Sonata No. 3 in E-Flat Major, 

Op. 92 

Nocturne, Op. 55, No. 1 
Nocturne, Op. 55, No. 2 
Nocturne, Op. 62, No. 1 
Nocturne, Op. 62, No. 2 
Midsummer Night's Dream, 

Op. 61, No. 7 
Symphony No. 1, Op. 38, in B- 

Flat Major 



Golliwog's Cake 

Walk 
Juba Dance 



Rondeau en 
Polonaise 
Turkish March 

Adagio 
Largo 
Adagio 
Second 



Nocturne 
Larghetto 
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COMPOSER 
Second Rondo 
Haydn 
Mozart 
Mozart 
Beethoven 
Beethoven 

Franck 
Schubert 

Third Rondo 

Mozart 
Beethoven 

Beethoven 
Beethoven 

Beethoven 
Beethoven 
Brahms 
Mendelssohn 



Variation 

Bach 
Handel 



Haydn 

Beethoven 
Beethoven 

Beethoven 

Franck 

Mendelssohn 

Schubert 

Dohndnyi 

Elgar 

Ravel 



TITLE 



Trio No. 5 in E-Flat _ , 

Eine kleine Nachtmusik, K. 525 Second 
Rondo in A Minor, K. 511 
Sonata, Op. 49, No. 2 
Symphony No. 3 in E-Flat, 

Op. 55 

Symphony in D Minor 
Sonata, Op. 53 
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MOVEMENT 

Gypsy Rondo 



Marche Funbre 

Second 
Rondo 



Eine kleine Nachtmusik, K. 525 
Sonata, Op. 2, No. 2, in A 

Major 

Sonata No. 3 in E-Flat, Op. 12 
Sonata No. 8 in C Minor, Op. 

13 (PatMtique) 
Symphony No. 4 in B-Flat, 

Op. 60 
Symphony No. 6 in F Major, 

Op. 88 
Sonata No. 2 in A Major, 

Op. 100 
Midsummer Night's Dream, 

Op. 61 (Rondo-Sonata Form) 



Goldberg Variations 
Suite No. 5 in E Major 



Symphony No. 6 in G Major, 

B.H. No. 94 
Sonata, Op. 47 (Kreutzer) Second 

Symphony No. 3 in E-Flat, Fourth 

Op. 55 
Symphony No. 5 in C Minor, Second 

Op. 67 

Variations Symphoniques 
Variations S6rieuses 
Quartet No. 14 in D Minor 
Variations on a Nursery Theme 
Enigma Variations, Op. 36 
Bolero 



Fourth 
Fourth 

Third 



Adagio 
Finale 
Finale 
Scherzo 



Fourth: 

"Harmonious 
Blacksmith" 

Second 



Fugue or Fugal Treatment 

Bach "Little" Fugue in G Minor 

(organ) 
Bach Fantasy and Fugue "Great" in 

G Minor (organ) No. 12 



Fugue 
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COMPOSER TITLE 

Fugue or Fugal Treatment (Cont.) 



Bach 
Bach 
Bach 
Handel 



Haydn 

Mozart 
Mozart 

Mozart 
Beethoven 

Berlioz 

Smetana 

Wagner 

Weinberger 
Bloch 

Bloch 

Stravinsky 

Taylor 

Sonata- Allegro 

Haydn 

Haydn 

Mozart 

Beethoven 

Beethoven 

Beethoven 



Passacaglia and Fugue in C 
Minor (organ) (Triple Fugue) 

Toccata and Fugue in D Minor 
(organ) 

Well-Tempered Clavier 

The Messiah 



The Creation 



Adagio and Fugue in C Minor, 

K. 546 
Requiem 



Symphony No. 41 in C Major, 

K. 551 
Quartet No. 8 in C Major, 

(Rasoumovsky No. 3) 
Fantastic Symphony, Op. 14 
The Bartered Bride 
Die Meistersinger 



Schwanda 

Concerto Grosso for Piano and 

String Orchestra 
String Quartet No. 2 
Octet for Wind Instruments 
Through the Looking Glass 



MOVEMENT 



Fugue 
Fugue 

Book I: Fugues 1,11 
Book II: Fugue 1 
No. 4: And the 

Glory 
No. 7: And He 

shall purify 
No. 25: And with 

His stripes 
No. 28: Achieved is 

the Glorious 

Work 
Fugue 

No. 2: Kyrie 

Eleison 
No. 9: Domine, 

Jesu Christe 
Finale 

Finale 

Fifth: Fugue 

Overture 

Act I: Church 

Scene 

Act III: Prelude 
Fugue 
Finale 

Fourth: Fuga 



String Quartet in C Major, Op. First 

76, No. 3 
Symphony No. 6 in G Major, First, Fourth 

B.H. 94 
Symphony No. 41 in C Major, First 

K. 551 
Sonata No. 9 in A Major, Op. First 

47 (Kreutzer) 
Sonata No. 10 in G Major, First 

Op. 14 
Symphony No. 5 in C Minor, First, Fourth 

Op. 67 
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COMPOSER TITLE MOVEMENT 

Sonata-Allegro (Cent.) 

Franck Symphony in D Minor First 

Grieg Sonata No. 2 in G Major, First 

Op. 13 
Mendelssohn Midsummer Nights Dream, Overture 

Op. 21 

Mendelssohn Quartet No. 14 in D Minor First 

Schubert Symphony No. 8 in B Minor First 

(Unfinished) 
Schumann, R. Symphony No. 1 in B-Flat First 

Major, Op. 38 

Wagner Eine Faust Overture 

Barber The School for Scandal 

(Overture) 

UNIT X-THE FINAL OUTCOME: STYLE 

The achievement of a distinctive style is the goal of every artist; the 
recognition of a specific style is the goal of the listener. What qualities 
in a piece of music make it sound the way it does? The foregoing Units 
have supplied (1) a body of facts which were intended to help the listener 
to answer this ultimate question, and (2) a quantity of music literature 
from the several periods of music history which were not only illustrative 
of those facts but were, at the same time, examples of the style in its 
many ramifications. In learning style recognition through listening, the 
following steps are suggested: (1) classify each composition as to texture 
monophonic, homophonic, or polyphonic; (2) classify each work as to 
a specific period Renaissance, Baroque, Classic, etc.; finally, (3) by re- 
peated listening, pin down your style recognition to a specific composer. 
Every period and consequently every composer employs certain devices 
and even cliches, e.g., the leitmotif of Wagner, or the sequences of Tschai- 
kowsky. Learn to recognize them. They are guideposts of style. Repeated 
listening is indicated. Refer to the charts on p. 205 ff. frequently. When 
the styles of the works and the composers in the following list have been 
assimilated, compare the styles of various countries; the style of an opera 
compared to another opera by the same composer; the style of two com- 
posers; chamber music with symphonic music; instrumental style with vo- 
cal style and/or keyboard style, etc. 

COMPOSER TITLE 

Palestrina Missa Papae Marcelli 

Bach Mass in B Minor 

Haydn Symphony No. 6 in G Major, 

B.H. 94 
Mozart Symphony No. 40 in G Minor, 

K. 550 
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COMPOSER 
Beethoven 

Schubert 
Wagner 
Franck 
Tschaikowsky 

Brahms 

Debussy 

Debussy 

Scriabin 

Scriabin 

Schoenberg 

Schoenberg 

Schoenberg 

Stravinsky 
Stravinsky 
Hindemith 
Hindemith 



TITLE 

Symphony No. 9 in D Minor, 

Op. 125 
Die Winterreise 
Die Walklire 
Symphony in D Minor 
Symphony No. 6 in B Minor, 

Op. 74 
Symphony No- 4 in E Minor, 

Op. 98 

Pellas et Melisande 
Preludes, Books I, II 
Poem of Extasy, Op. 54 
Poem of Fire, Op. 60 
Piano Pieces, Op. 11 and 19 
Pierrot Lunaire, Op. 21 
Second String Quartet (with 

voice) 

Le Sacre du Printemps 
Octet for Wind Instruments 
Das Marienleben (song cycle) 
Mathis der Maler 



Index 



absolute music, 13, 17 
a cappella, 81, 205 
accent(s), 38, 40, 68, 150, 154 

agogic, 40 

cross, 160 

dynamic, 40 

tonic, 40 
accidental(s), 85 
acoustic harmony, 120 
acoustic relationships, 120 
acoustics, 6, 8, 123 
aesthetic(s), 122 

aisthesis, 4 

definition of, 4 

of music, 5 
affect(ive), 30 

affective accompaniment, 30, 33 

affective response, 30 
Age of Enlightenment, 13 
Agnus Dei, 81 
air, 56 
Alb&iiz, Isaac (1860-1909), 19, 203 

Tango in D, 42 

Suite Espanol, "seguidilla," 50 
Alberti bass, 202 
alia breve, 170 
allegro, 40 
allemande, 53, 56 
amplitude, 123 
analysis(yze), 32 
anglaise, 56 
answer, 193 

real, 162, 194 

tonal, 162, 194 
antecedent phrase, see phrase 
anthem, 202f 
anticipation, 106, 205 
antiquity, 5f, 201 
Apel, Willi (1893- ), 5 
apotheosis, 62 
architecture, 6, 8, 10, 25 
aria, 84, 202 

Aristotle (B.C. 384-322), 6 
Art(s) 

aesthetics, 4f 
auditory, 25 



Art(s) (Continued) 

autonomous, 17, 26 

definition of, 4f 

graphic, 38 

heteronomous, 26 

mixed, 25 

music, 4, 41 

non-representative, 25 

philosophy of, 4f 

pictorial, 25f 

plastic, 38 

representative, 25 

scientific method of, 4 

spatial, 25 

tangible, 28 

temporal, 25 

visual, 25 
art music, 29 
art song, 203 

atonality, 111, 112ff, 203, 207 
attention, 33 
auditory art, 25 
augmentation, 117, 170, 194 
Augustine (Saint) (354-430), 6 
autohorn, 258 
autonomous art, 17, 26 

music, 26f, 152 

theory, 27 

Bach, Carl Philipp Emanuel (1714- 

1788), 202 
Bach, Johann Christian (1735-1782), 

202 

Bach, Johann Sebastian (1685-1750), 

10, 19, 28, 48, 51, 55ff, 59, 61, 

114,143,152,161,198,202,205 

AC/I Gott, me manches Herzelied, 

106 

Art of Fugue, Contrapunctus IX, 72 
Fantasy and Fugue in G minor, 194 
French Suite No. 1 in D minor, 46, 

48 

French Suite No. 4 in E-flat, 55 
French Suite No. 5, 44 
Hen Gott, dich loben die vnr, 105 
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Bach, Johann Sebastian (1685-1750) 

(Continued) 
Hen Jesu Christ, du hochstes Gut, 

101 

Mack's mil mir, Gott, 104 
Partita No. 1 in B minor, 53 
Partita No. 2 in D minor, 46 
Passacaglia in C minor, 46 
Suite No. 3 in D major, 59 
Well-Tempered Clavier, Vol. I, 

Fugue No. I, 162 
Well-Tempered Clavier, Vol. I, 

Fugue No. XX, 107 
Well-Tempered Clavier,* Vol. I, 

Prelude No. I, 154, 155 - 
Wie schon leuchtet der Morgen- 

stern, 105 

Wurde munter, mein Gemute, 106 
Bach, Wilhelm Friedemann (1710- 

1784), 202 
Bacon, Ernst (1898- ), 83 

Seven Canons IV, 'The Pelican," 

83 

ballet(s), 52, 57, 160, 202f 
ballet suite, 203 
Barber, Samuel (1910- ), 73 

Essay for Orchestra, Op. 12, 73 
baritone, 248 

baroque, 10, 195,202, 205 
Bartok, B61a (1881-1945), 19, 136, 

203 

bass, 248 
basso buffo, 248 
basso cantante, 248 
basso ostinato, 189 
basso prof undo, 248 
bassoon, 85, 132, 252 
contra (double), 252 
range of, 252 
beat(s), 28 

beauty (ies, ifuH, IS, 17, 30 
Beethoven, Ludwig van (1770-1827), 
13, 15, 17, 28, 51, 57, 62, 66, 
132, 168, 202, 205, 260 
Minuet in G, 51 
Polonaise, OP. 89, 48 
Sonata, Op. 2, No. 2, 186f 
Sonata, Op. 13, 172, 179 
Sonata, Op. 14, No. 1, 109 
Sonata, Op. 14, No. 2, 196 
Sonata in E-flat, Op. 31, No. 18, 173 
Sonata, Op. 49, No. 2, 185 
Symphony No. 3, Op. 55, 66f, 190ff 



Index 

Beethoven, Ludwig van (1770-1827) 
(Continued) 

Symphony No. 5, Op. 67, 169, 170 

Symphony No. 7, Op. 92, 62, 63f 

Symphony No. 9, Op. 125, 172 
Berg, Alban (1885-1935), 19, 112, 203 
Berlioz, Hector (1803-1869), 15, 203 
Billings, William (1746-1800), 13 
Binchois, Gilles (c. 1400-1460), 8 
bitonality, 114 

Bizet, Georges (1838-1875), 15, 41, 
203 

Carmen Habanera, 42 

Carmen Seguidilla, 50 
black bottom, 54 
Bloch, Ernest (1880-1959), 203 
blues, 24, 54 

Boccherini, Luigi (1743-1805), 202 
Boethius (c. 480-525), 6ff, 32 
bolero, 51f, 163E 

Bonaparte, Napoleon (1769-1821), 66 
bongos, 258 
"boogie-woogie," 203 
Borodin, Alexander (1833-1887), 19 
Boucher, Frangois (1703-1770), 12 

The Toilet of Venus, 12 
Boulez, Pierre (1925- ), 119 
bourse, 52f, 56 

Brahms, Johannes (1833-1897), 17, 
84, 203, 206, 260 

Cradle Song, Op. 49, No. 4, 178 

Sapphic Ode, Op. 94, No. 4, 174 

Symphony No. 4, Op. 98, 72 
brass(es), 132ff, 134 
Britten, Benjamin (1913- ), 203 

Let Us Make an Opera, 117 

Peter Grimes, "Four Sea Inter- 
ludes," Op. 33a, 73 

Simple Symphony, "Boisterous 

Bourse," 53 

Bruckner, Anton (1824-1896), 17, 203 
Biicher, Karl (1849-1930), 3 
Budge, Helen, 96f, 102 
Burlefeh, Henry Thacker (1886-1949), 
19 

Go Down, Moses, 88 
Busoni, Ferruccio (1866-1924), 114 

Toccata, "Ciacona," 45 
Buxtehude, Dietrich (1637-1707), 202 
Byrd, William (c. 1542-1623), 10, 
202 

Galliard, 47 

Pavan, 43 



Index 

Cadence(s), 17, 56, 70, 172f, 175f, 205 

deceptive, 158, 173, 205 

full (perfect), 172 
'half (imperfect), 172 

plagal, 173 
Cadman, Charles Wakefield (1881- 

1946), 19 

Cage, John (1912- ), 119f 
cake-walk, 54 
cambiata, 205 
Camerata, 84 
canon, 80f 
cantabile, 247 
cantata, 10, 202, 247 
cctntus firmus (principal voice), 77, 

201, 202 
canzona, 202 
Carey, Henry (c. 1685-1743), 174 

America, 174 

Carpenter, John Alden (1876-1951), 
54 

Krazy Kat, ballet, 54 
cassation, 59 
Casse-Noisette, 60 
Cassiodorus (c. 490-585), 8 
castanets, 49, 50, 51, 258 
catch, 202 
celesta, 257 

range of, 257 
cello, see violoncello 
Chabrier, Emanuel (1841-1894), 19 
chaconne, 45, 189 
Chadwick, George W. (1854-1931), 

17 

chain(s)," 258 
chamber music, 51 
Charleston, 54 

Chavez, Carlos (1899- ), 19 
chimes (tubular bells), 256f 

range of, 256 

Chinese Book of Change, 119 
Chopin, Frederic (1810-1849), 31, 
52,157,203,260 

Ballade II, Op. 38, 172 

Bolero, Op. 19, 51 

Mazurka, Op, 17, No. 4, 52 

Mazurka, Op. 68, No. 4, 109 

Prelude, Op. 28, No. 20, 152, 154, 

159 

chorale, 199, 202, 205 
chord(s), 79, 92, 154, see also triad 

altered, 206f 
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chord(s) (Continued) 

common (pivot), 107 

eleventh, 102f 

ninth, 102f 

"posts," 151, 154 

progression, 101 

seventh, 99, 102 

thirteenth, 102f 
chordal structure, 13 
chromatic, 17, 202 

alteration, 17, 115 

harmony, 17 

chromaticism, 89, 111, 115, 202f 
chorus(es), seating plan and voice dis- 
tribution, 128 
church sonata, 58 
Circle of Fifths, 107f 
clarinet, 132, 250f 

alto (in E-flat), 251 

bass (in B-flat), 251 
range of, 251 

chalumeau, 251 

in A, 251 

in B-flat, 250f 
range of, 250 

in E-flat, 250 

range of, 250 
classical, ism, ist), 13, 29, 33, 189, 

198f, 202, 205 
classical rondo, see rondo 
claves, 258 
clef(s), 76 

alto, 85, 262 

double G, 85 

F (bass), 85 

G (treble or soprano), 85 

tenor, 85, 252 
climax, 72f, 152, 155, 163 
coda, 62, 81, 180 

codetta, 180 

grand, 193 

color, 155, 162f, 164f 
common tone, 98 
communism (ist), 24 
composer(s), 143ff 

contemporary, 143ff 
computers, automatic (electronic), 
120f 

"Illiac," 120 

Illiac Suite, 121 
concerto, 10, 205 

classical, 202 
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concerto (Continued) 
grosso, 202f 
modern, 203 
conical bore, 249, 253 
conjunct, 72f 

consequent phrase, see phrase 
consistency, 199 

consonance, 79, 92f, 102f, 110, 115 
Constable, John (1776-1837), 7 

Salisbury Cathedral, 1 
continue, 59 
contralto, 247 
contrapuntal, 200 
contrasting period, see period 
Converse, Frederick (1871-1940), 19 
Copland, Aaron (1900- ), 19, 

143ff,203 
Corelli, Arcangelo (1653-1713), 58, 

202 
Sonata da Camera in B-flat, Op. 2, 

No. 5, 58 
cornet, 2^4 
corrente (Italian), 46 
counter-melody, 156f 
counterpoint, 19, 24, 77, 79flE, 114, 

161, 193 

Golden Age of, 81 
modal, 81 
strict, 80 
Couperin, Francois (1668-1733), 13, 

202 

courante (French), 46f, 51, 56 
cowbells, 258 

Cowell, Henry Dixon (1897- ), 261 
Credo in unurn Deum, 81 
Cristofori, Bartolomeo (1655-1731), 

260 

critic(s), 5, 8 
Grace, Petrus de (late 13th century), 

6,201 

cylindrical bore, 250f 
cymbal(s), 258 

da capo, 182f 
dance(s), 19, 25, 40f 

air, 56 

allemande, 53, 56 

anglaise, 56 

"Apotheosis" of, 62 

bolero, 51f 

bowrfe, 52f, 56 

chaconne, 45 



dance(s) (Continued) 

courante, 46f, 51, 56 

fandango, 49, 51 

fox trot, 54 

galliard, 43, 47, 56 

galop, 44 

gavotte, 43f, 52, 56 

gigue, 48, 51, 53, 55, 56 

habanera, 41f 

landler, 49 

loure, 56 

mazurka, 44, 52 

minuet, 43, 48, 50f, 56, 57 

passacaglia, 45f 

passepied, 56 

pavane, 43, 47, 56 

polka, 41, 42, 44 

polonaise, 47f, 56 

rigaudon, 56 

sarabande, 48f, 51, 53, 56 
seguidilla, 50 

tango, 41, 42 

tarantella, 54f 

trepak, 44f 

waltz, 49f 

Darwin, Charles (1809-1882), 3 
Debussy, Claude Achille (1862-1918), 
17ff, 19, 80, 111, 112, 114, 145 
152,203,207 

UApres-midi d'un Faune, 145 

Arabesque No. 1 in E, 103 

Children's Corner Suite, "Jimbo's 
Lullaby," 76 

Cinq Poemes de Baudelaire, "Har- 
monie du Soir," 91 

Golliwogs Cake Walk, 24 

Images No. I, "Gigues," 55 

Nocturnes, "Nuages," 91 

PelUas et M&isande, 104 

Preludes Book I, No. 10, "La Ca- 

thedrale engloutie," 78 
deceptive cadence, see cadence 
decibel(s), 123 

De institutione musica (Boethius), 6 
Delacroix, Eugene (1796-1863), 16 

Christ on Lake Gennesaret, 16 
Delibes, L<o (1836-1891), 43 

Le Roi S f Amuse, 43 
Delius, Frederick (1862-1934), 19 
De Musica (St. Augustine), 6 
descriptive (program) music, 15, 19f, 
26, 27, 62, 90f, 202f 



Index 

design, see form 

Des Pres, Josquin (c. 1450-1521), 202 
Dett, Nathaniel (1892-1943), 19 
deviation and return, 171 
diapente, 77 
diatessaron, 77 
diminution, 117, 170, 194 
Dimostrationi harmoniche (Zarlino), 

10 

disjunct, 73 
dissonance, 79, 92f, 94, 102f, HOf, 

112, 115, 158, 203 
divertimento, 59 
Dodekachordon (Glareanus), 74 
Dohnanyi, Ernst von (1877-1960) ,17, 

47 

Suite nach diem StfZ, Op. 24, 47 
dominant, 13, 97 
double bass (string, bass viol), 85, 263 

range of, 263 
double reed, 249, 252 
Dowland, John (1562-1626), 202 
drama, 15, 25 
drum(s), 24 
bass, 258 

snare (side drum), 257f 
tenor (street), 258 
Dufay, Guillaume (c. 1400-1474), 8, 

202 

Dukas, Paul (1865-1935), 17 
Dunstable, John (c. 1370-1453), 8 
duodecuple (twelve tone), 89, 112ff 
duration, 70, 123 
Dvorak, Antonin (1841-1904), 19, 42, 

203 
dynamic(s), 13 

ear music, 31, 114 
Eastman 

a group of brasses, 134 

Rochester Orchestra, 144 

string ensemble, 140 

wind ensemble, 135 

woodwind ensemble, 135 
echappee, 106, 205 
escape tone(s), see 6chappe*e 
Egypt, 5 

electric(al) impulses, 118f 
electronic instruments, 118f 

carillon, 119 

chromatic timpani, 119 

guitar, 118 
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electronic instruments (Continued) 

organ, 118f 

piano, 118 

sound track, 119 

tape, 119 

theremin, 119 

Elgar, Edward (1857-1934), 19 
Elizabeth, Queen (1533-1603), 55 
embellish(ment), 170, see also orna- 
mentation 
Emerson, Ralph Waldo (1803-1882), 

93 

embouchure, 132 
emotion(s ? al), 26 

Empfindsamer Stil (sensitive style), 13 
English horn, 249f 

range of, 249 
enharmonic, 8, 108, 202 

equivalent(s), 85, 108 
equal temperament, 107, 261 
expressionism, 19, 112 
eye music, 19, 31, 114 

Falla, Manuel de (1876-1946), 19 

falsetto, 4 

fandango, 49, 51 

Farwell, Arthur (1872-1952), 19 

Faure, Gabriel (1845-1924), 19, 203 

feeling, 15, 26 

Feldman, Morton, 119 

finality, 70 

Finland, 19 

five-part form, see form 

flat, 85 

double, 85 
flute, 132, 145, 248f 

alto, 249 

range of, 248 

folk music, 19,24, 152, 206 
form(s, design), 10, 27, 56, 152f 

balance, 168, 171f 

beauty of, 13, 19 

first rondo, 183f 

five-part, 179f 

minuet, 43, 48, 50f, 56, 57 

order, 56 

overture, 52 

rondo, 183f 

rondo-sonata, 188 

second rondo, 184f 

sonata, 13, 51 

sonata-allegro, 195ff 
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form(s, design) (Continued] 

song form with trio (minuet form), 
181ff 

symmetry, 168 

theme and variation (rnonothe- 
matic), 166, 188f 

third rondo, 185ff 

three-part (ternary), 178f 

two-part (binary), 56, 178 

unity, 168f 

variety, 168f 
Foster, Stephen (1826-1864), 101 

Jeanie with the Light Brown Hair, 

101 
fox-trot, 54 

Darkness on the Delta, 54 
Franck, Cesar (1822-1890), 17, 203, 
206 

Sonata in A major, 103 

Symphony in D minor, 169, 171 
Franco of Cologne (13th century), 6, 

201 

freedom, 15 
French folk song, 179 
French horn, 132, 252f 

croolc(s), 253 

mute(ing), 253 

range of, 252 

frequency(ies), 118, 123, 132 
Frescobaldi, Girolamo (1583-1643), 

202 

fugato, 191, 192, 195 
fugue, 10, 152, 161f, 203, 
205 

answer, 193 

counter-subject, 193 

double, 194 

episode, 193 

exposition, 193 

five-voice, 193 

four-voice, 161, 193 

inversion, 194 

middle entry, 193 

real answer, 162, 194 

retrogression (crab), 194 

stretto, 193 

subject, 161, 193 

three-voice, 193 

tonal answer, 162, 194 

two-voice, 193 
fundamental, 93f, 124 
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Gabrieli, Andrea (1510-1586), 202 
Gabrieli, Giovanni (1557-1612), 10, 
202 

Sacre Symphonie, 142f 
gallant style, 11, 13 
galliard, 43, 47, 56 
galop, 44 

gavotte, 43f, 52, 56 
Gebrauchsmusik, 117 
Gershwin, George (1898-1937), 24, 
203 

Concerto in F, 24 

Gibbons, Orlando (1583-1625), 202 
gigue, 48, 51, 53, 55, 56 
Gilbert, Henry F. (1868-1928), 19 
Glareanus, Henricus (1488-1563), 74 

Dodekachordon, 74 
glee, 202 

Glinka, Michael (1804-1857), 19, 24 
glockenspiel, 256 

range of, 256 
Gloria in excelsis Deo, 81 
Gluck, Christoph Willibald (1714- 
1787), 49 

Don Juan Ballet, "Fandango," 49 
Goethe, Johann Wolfgang von (1749- 

1832), 84 
Gogh, Vincent van (1853-1890), 21 

Sunflowers, 21 
gong, 258 
Gothic, 6ff, 201 
Goudimel, Claude (c. 1505-1572), 

202 
Gould, Morton (1913- ), 24 

Chorde and Fugue in Jazz, 24 
Gounod, Charles (1818-1893), 154 

Ave Maria, 154, 155 
Greek, 5f, 116 

music drama, 5f 
'Greensleeves, 101 
Gregorian chant, 6, 70, 74, 76 
Gregory I, Pope (540-604), 74 
Gr&ry, Andr Ernest Modeste (1741- 

1813), 202 
Grieg, Edvard Hagerup (1843-1907), 

203 

Griffes, Charles Tomlinson (1884- 
1920), 89 

Sorrow of Mydath, Op. 9, No. 5, 89 
ground bass, 46, 189 
Gruber, Franz Xaver (1787-1863), 177 

Silent Night, 111 
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Guide d'Arezzo (c. 995-1050), 201 
guitar(s), 49, 50, 51 

habanera, 41 f 

half-steps (semitones), 10, 69 

Handel, Georg Friedrich (1685-1759), 

10, 48, 51, 202 
Chaconne No. 9, 45 
Messiah, The, 173 
Rinddo, "Lascia crno pianga," 49 
Suite No. 5 in E major, 189f 
Xerxes, "Largo," 174 
Hanslick, Eduard (1825-1904), 17 
Hanson, Howard (1896- ), 203 
harmonic(s) 7 8, 124, 140 
harmonic series, 93f, 111, 124, 132 
harmonic structure, 17 
harmony, 8f, 10, 27, 37, 69, 80, 92, 

94ff, 116, 151f, 154 
pre-tertian, 201 
post-tertian, 203 
harp, 138, 261 
range of, 261 
harpsichord, 58 
Harris, Roy (1898- ), 19, 71, 203 

Symphony No. 3, 71 
Hasler, Hans Leo (1564-1612), 202 
Haydn, Franz Joseph (1732-1809), 13, 
28,29,51,57,132,199,202,205 
Symphony No. 6, B.H. No. 94, 57, 

172, 182f 

Heine, Heinrich (1797-1856), 84 
Henry, Pierre, 119 
heteronomous art, 26 
Hindemith, Paul (1895- ), 19, 
114, 116f, 136, 143, 198, 203, 
207 

Craft of Musical Composition, 116f 
Let Us Build a City, 117 
Suite for Piano, 1922, Op. 26, 6 If 
Hindu, 116 

Hoffmann, E. T. A. (1776-1832), 15 
homophony(ic), 73, 83f, 94f, 151, 152, 

199f, 202f, 205f 

Honegger, Arthur (1892-1955), 19 
Hopkinson, Francis (1737-1791), 13, 

87 
My Days Have Been so Wondrous 

Free, 87 

horizontal music, 80, 161, 199, 205, 
207 
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humanism, 8 
hymn(al, s), 151 



image(ery, s), 3 Off, 149f 
imitation, 80f, 117 
impressionism, 17, 19, 90, 111 
improvise(sation), 24 
instrumental music, 10 
instrumental tone color, 128ff, 248ff 
brasses, 132, 252ff 
chart of, 130f 

classification of, 129, 248ff 
electronic 

bowed string, 118 
carillon, 119 
computers, 120f 
film sound track, 119 
fretted strings, 118 
organ, 118f 
piano, 118 
tape, 119f 
theremin, 119 
timpani, 119 
percussion, 136, 255ff 
strings, 138, 262ff 
woodwinds, 132, 248ff 
instrumentation, 24 
intellect (ual), 30ff 
intensity, 123 
interlude, 180 
interpretation, 32 
interval(s), 69, 85f, 92 
augmented, 86, 99 
diminished, 86, 99 
inverted, 96 
major, 85f 
minor, 85f 
inversion, 113f 
irregular phrase, see phrase 
Isaacson, Leonard, 121 

Mac Suite for String Quartet, 121 
Isaak, Heinrich (c. 1450-1517), 202 
Istitutione harmoniche (Zarlino), 10 

Jannequin, Clement (c. 1485-c. 1560), 

202 
jazz, 24, 33, 54, 61, 136,203 

Jig, 55 

John XXII, Pope (c. 1244-1334), 89 
Johnson, John Rosamond (1873- ), 
19 



24 
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juxtaposition, 149 
of color, 164f 

kettledrum(sj, see timpani 
key(s), 100 

center, 115 

signature(s), 100 
keyboard instruments 

clavichord, 155 

harpsichord, 155 

piano, 155 
Khatchaturian, Aram (1903- 

Gayne, Ballet, 45 

Masquerade Suite, 44 
Kodaly,Zoltan(1882- ), 19 
Krenek, Ernst (1900- ), 19, 112, 
203 

Little Suite, Op. 13a, "Allemande," 
53 

Twelve Little Pieces, Op. 83, 113 
Kuhnau, Johann (1660-1722), 202 
Kyrie eleison, 76, 81 

Landing Francesco (1325-1397), 8, 

201 

landler, 49 
Lasso(us), Orlando di (1532-1594), 

10, 81, 202 
leitmotif, 206 

Leoncavallo, Reggiero (1858-1919), 
see Prologue 

I Pagliacci, see Prologue 
Leoninus (c. 1150-1185), 6, 201 
lessons, 56 
Levinson, Jerry, 54 

Darkness on the Delta, 54 
lied(er), 84, 202f 
Lindy hop, 54 
leger line, 85 
listener(ing), 3 Iff 

active, 32 

creative, 32 

objective, 32 

passive, 3 If 

typical approach, 32 
Liszt, Franz (1811-1886), 15, 203, 
260 

Grand Galop Chromatique, 44 
literature, 10, 25 

Loeffler, Charles Martin (1861-1935), 
19 



Index 

Loomis, Harvey Worthington (1865- 

1930), 19 

Louis XIV (1638-1715), 50 ? 55 
loure, 56 

Luening, Otto (1900- ), 120 
Incantation, 120 
Rhapsodic Variations, 120 
Lully, Jean Baptiste (1632-1687), 10, 
"52, 57, 59,202 

MacDowell, Edward (1861-1908), 17, 
203 

Etudes, Op. 46, "Polonaise," 48 
Machaut, Guillaume de (c. 1300-c. 

1377), 8, 201 
MacGimsey, Robert (1898- ), 87 

Shadrach, 87 
madrigal, 81, 89, 201f 
magadizing, 77 
Mahler, Gustav (1860-1911), 17, 203 

Das Lied von der Erde, No. 1, 72 
major, 54, 86, 100 

parallel, 100 

relative, 100 

Mallarme, Stephane (1842-1898), 17 
Mannheim school, 57 
maracas, 258 
march(es), 40, 63, 64ff, 182 

ceremonial, 65 

funeral (rnarcia funebre), 64, 66 

military, 64 

processional, 64, 65 

wedding, 63 
Mass, 81f, 201f 

Ordinary (Ordinarium missae), 81 

Proper (Proprium missae) , 81 
mazurka, 44 ? 52 
measure(s), 38 
meistersinger(s), 6 
melodic line, 17, 154 
melody(ic), 27, 37, 69ff, 151, 153, 

156f 
Mendelssohn, Felix (1809-1847), 203 

Songs Without Words, Op. 19, No. 
2, 177 

Songs Without Words, Op. 30, No. 
2, 175 

Songs Without Words, Op. 85, No. 
1, 175 

Symphony No. 4, Op. 80 (Italian), 
54 



Index 

Menotti, Gian-Carlo (191 1- ), 65, 

203 

Amahl and the Night Visitors, 65f 
Messiaen, Olivier (1908- ), 119 
meter(s), 38, 68, 71, 74 
metrics, 8 
metronome, 40 
micro tone (s), 116 
Middle Ages, 6 
middle entry, see fugue 
Milhaud, Darius (1892- ), 19, 

114, 203 

Le Boeuf sur le Toft, 42 
Miller, Lejaren, 121 

llliac Suite for String Quartet, 121 
minnesinger(s), 6 
minor, 54, 100 

harmonic, 87f 

melodic, 87f 

natural (pure), 87 

parallel, 100 

relative, 100 
minuet, 43, 48, 50f, 56, 57, 182, see 

also form 
mixed art(s), 25 
modal rhythm(s), 79 
modality, 111, 201, 203 
rnode(s), 56, 74ff, 81, 94, 100, 203 

Aeolian, 74, 75, 86 

authentic, 74 

Dorian, 74 

Hypoaeolian, 75 

Hypodorian, 74 

Hypoionian, 76 

Hypolydian, 75 

Hypomixolydian, 75 

Hypophrygian, 74, 75 

Ionian, 56, 74, 75, 86 

Lydian, 74, 75 

Mixolydian, 74, 75 

Phrygian, 74, 75 

plagal, 74 

modern(ism, s), 17ff, 19, 207 
modulation, 17, 89, 94, 107, 117, 202 

chromatic alteration, 108f 

common chord, 107 

diatonic, 107 

enharmonic change, 108 

harmonic, 152 
Monet, Claude (1840-1926), 17 

Rouen Cathedral, 18 
monody (homophony), 10, 83, 199f 
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monophonic, 55, 73f, 201 
Monte, Philipp de (1521-1603), 81 
monothematic, see form 
Monteverdi, Claudio (1564-1643), 10, 

202 
Morales, Cristobal (c. 1500-1553), 

202 

morals, 6 7 8 

Moszkowslu, Moritz (1854-1925), 49 
Spanish Dances, Op. 12, No. 1, 49 
motet, 81, 20 If 
motion, 77, 78 
contrary, 78 
oblique, 78 
parallel, 77 

motive (motif), 169, 180 
development of, 169f 
Moussorgsky, Modeste (1839-1881), 

19, 203 

mouthpiece(s), 132 
Mozart, Wolfgang Amadeus (1756- 
1791), 13, 28, 29, 51, 57, 132, 
168, 199, 202, 205 
Fantasia No. 3, K. 397, 108 
Quartet in G, K. 387, 72 
Sonata No. 6, K. 284, 184 
Symphony No. 40, K. 550, 88, 169, 

170 
music, 3ff, 6, 8, 12f, 15, 17, 19, 24ff, 

33,54,56,114,152 
aesthetic aspects of, 5ff 
American, 13, 19, 24 
and arts, 1 5 
and auditory art, 25 
and dance, 3, 4, 19, 25 
and drama, 15 
and education, 6, 8, 30 
and emotion, 6, 15, 26, 31 
and freedom, 15 
and jazz, 24, 33, 54, 61 
and morals, 6, 8 
and numbers, 6 
and poetry, 25 
and religion, 8 
and representation, 26 
and speech, 3 
and standards, 5, 8 
and the allied arts, 25ff 
and words, 8 
as motion, 3 Of 
as music, 26, 27, 28 
autonomous, 26f, 152 
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music (Continued) 

commercial, 30 

concert, 29 

"ear" music, 31, 114 

"eye" music, 19, 31, 114 

Finnish, 19 

French, 13, 15 

German, 13 

Italian, 13 

materials of, 26 

media of, 25 

philosophical aspects of, 6 

"popular" music, 12, 29, 33 

primitive, 3f, 24 

pure (absolute), 13, 17, 26 

Russian, 24 

science of, 5f, 6, 8 

"serious" music, 29f, 33 

theories of evolution of, 3f 

utilitarian, 4, 25, 29, 56 
music concrete, 119 
Musica Enchiriadis, 111 
musica ficta, 8, 89 
mute(ing), 253, 254, 262 
"mystic (fourth) chord," 11 If, 117, 
' 207 

nationalism, 19, 24, 83 

natural (H), 85 

naturalism, 15, 19 

Neapolitan sixth, 109 

Negro, 24 

neighboring tone(s), 20 5f 

neoclassic(ism), 19, 61, 114, 117 

neume(s), 76 

nonharmonic tones, 89, 98, 104ff 

anticipation, 106, 205 

appoggiatura, 105, 205 

<chapp6e, 106, 205 

neighboring tone, 105, 20 5f 

passing tone, 104 

pedal point, 106, 193, 20 5f 

suspension, 104f 

nonrepresentative (intangible), 25 
notation, 76 
note value(s), 39, 68 
Notre Dame school, 201 

oboe(s), 59, 132, 249 

range of, 249 

Obrecht, Jacob (1430-1505), 10 
Ockeghem, Jan van (c. 1430-c. 1495), 
10, 202 
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octave, 10 

On the Beautiful in Music (Hanslick), 

17 

opera(atic, sj, 10, 25, 52, 57, 59, 84, 
202f, 247, 248 

romantic, 1 5 
oratorio, 10, 202f, 247 
orchestra, 128, 129, 136, 142f 

dance, 136 

growth of, 142f 

score, 128ff 

symphony, 129 
ordres y 56 

Ordindrium missae (Ordinary), SI 
organ, 118f, 136, 137, 258f 

choir, 259 

console of, 136 

couplers, 259 

electronic, 118f 

great, 259 

group of pipes of, 137 

manuals (keyboard), 259 

mixture, 259 

mutation, 259 

pedal (keyboard), 259 

positive, 259 

range of, 258 

registration, 259 

shutter, 259 

swell, 259 
organa, 201 
organalis, 77 
organum, 77, 94, 201, 207 

added voice (organalis), 77 

free, 78f 

principal voice (cantus firmus), 77 

strict, 77f 
composite, 78 
simple, 7, 77 
ornamentation, 170 
ostinato, 46, 203 

overblow(ing), 132, 248, 250, 251 
overtone series, 93f, 124, 132, 247, 

249 
overture, 52, 58f, 202f 

Pachelbel, Johann (1653-1706), 57 
Paganini, Niccolo (1782-1840), 

171 

Caprice, Op. 1, No. 24, 171 
Paine, John Knowles (1839-1906), 17 
painting, 10, 25 
pan-diatonicism, 115f, 203, 207 



Index 

Palestrina, Giovanni Pierluigi da 

(1525-1594), 10, 81, 202, 205 
Mass: V estiva i Colli, "Kyrie," 82 
Parker, DeWitt H. (1885-1949), 3 
part-forms, see form 
partial(s), 56, 93f, 124, 140 
passacaglia, 45f, 189 
passepied, 56 
passing tone(s), 202, 20 5f 
Paul, Jean (1763-1825), 15 
pavane, 43, 47, 56 
pedal point, 106, 193, 20 5f 
penta tonic scale(s), 90 
perception, 30f, 33 
percussion, 4, 136f 
performer (s), 5, 8 
Peri, Jacopo (1561-1633), 10 
periodic, s), 56, 172 
contrasting, 172 
double, 175, 176f 
parallel, 172, 176 
Perotinus (c. 1160-1220), 6, 201 
philosopher (s), 5ff 
philosophy (ies), 5ff 
phrase(s), 56, 171ff 
antecedent, 172 
consequent, 172 
group, 177 
irregular, 174f 

pianoforte (abbrev, piano), 155, 260f 
action, 260 

cross-section of grand action, 139 
grand, 140 

inside view of grand, 138 
keyboard, 84, 261 
range of, 260 
spinet, 140 
upright, 140 
piccolo(s), 132, 248 

range of, 248 
r>ipe(s), 124f 
Pippin, Horace (1886-1946), 23 

Victorian Interior, 23 
Piston, Walter (1894- ), 203 
pitch, 70, 84, 123, 132 
pizzicato, 262 
plagal cadence, see cadence 
plagal mode(s), see modes 
plainsong (plain chant), 74, 201 
Plato (B.C. 427-347), 6 
poet(s), 8, 15 
poetry, 15, 25, 84 
polka, 42, 44 
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polonaise, 47f, 56 

polyharmony, 159, 207 

polymetric, 160, 207 

polyphony (ic), 6, 73, 77ff, 151, 199f, 

201f, 205, 207 
polyrhythm(ic, s), 24, 207 
polytonality, 111, 114f, 160,203, 

207 
"popular/' 29f, 33 

style, 29 
postlude, 180 

Poulenc, Francis (1899- ), 19 
Poemes de Ronsard, I, "Attributes/ 7 

88 

Praetorius, Michael (1572-1621), 202 
prelude, 53, 56, 152f, 180 
primitive(ism), 24 
life, 3f 
man, 3f 

tribal ceremonies, 4 
principal song, 18 If 
principal voice (cantus firmus), 77 
printing, 8 
program (descriptive) music, 15, 26, 

27, 62, 90f, 202f 

Prokofieff, Serge (1891-1953), 24, 203 
Classical Symphony, 44 
Love for Three Oranges, Op. 33, 68 
March, Op. 12, No. 1,68 
Peter and the Wolf, Op. 67, 68 
"proletarian" music, 24 
Proprium missae (Proper), 81 
psalm(s), 81 
psychology (ist, ical), 6, 13, 24, 26, 33, 

37, 69f, 93, 122 

Puccini, Giacomo (1858-1924), 203 
Purcell, Henry (c. 1659-1695), 10, 202 
Pythagoras (c. B.C. 550-c. 500), 6 

quality (timbre), 122, 123f 

Quantz, Johann Joachim (1697-1773), 

13 

quarter-tone, 69 
quartet, 57 
string, 57 

Rachmaninoff, Sergei (1873-1943), 

17,152 

ragtime, 24, 54 
Rameau, Jean Philippe (1683-1764), 

13, 202 
Suite in E minor, "Allemande," 53 
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Raphael (1483-1520), 9 
Madonna and Child, 9 
rattle, 258 

Ravel, Maurice (1875-1937), 19, 203 
Bolero, 52, 73, 163ff 
Tombeau de Couperin, Le, 51 
Valse, La, 50 
realism, 15, 17 
recitative, 10, 84 
records, see Appendix V 
reed(s), 132, 248ff 
refrain, 183, see also rondo 
Rembrandt, Harmensz van Ryn 

(1606-1669), 11 
Flora, 11 

Renaissance, 8ff, 83, 202, 205 
Renoir, Pierre Auguste (1841-1919), 

17 

repetition, 70, 169, 175 
representative (tangible) art, 25 
resolution, 79, 102 
Respighi, Ottorino (1879-1936), 19 
Antiche Danze, 47 
Concerto Gregoriano, 76 
rest(s), 39 
retrogression (crab), 113, see also 

fugue 
Reynolds, Joshua (1723-1792), 14 

Mrs. Richard Brinsley Sheridan, 14 
rhythm, 27, 31, 37ff, 68, 149f, 155f 
rhythmic patterns, 40f, 150, 151, 

155f, 166 
rhythmics, 8 
"riff," 203 
rigaudon, 56 
Rimsky-Korsakov, Nicholas (1844- 

1908), 17 
rococo, llff 
romanticist, ism), 15ff, 19, 26, 28, 84, 

90,152,158,206 
rondo (rondeau), 168, 183, see also 

form 

Rore, Cipriano de (1516-1565), 89 
Rossini, Gioacchino (1792-1868), 203 
round(s), 80 

Row, Row, Row Your Boat, 80 
Rousseau, Jean Jacques (1712-1778), 

3 
Roussel, Albert (1869-1937), 19 

Sachs, Curt (1881-1959), 3 
sacred (church) music, 10 
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Saint-Saens, Camille (1835-1921), 17, 

203 

"salon," 13 
Sanctus, 81 

sarabande, 48f, 51, 53, 56 
Satie, Erik (1866-1925), 17, 203 

Three Sarabandes, 49 
saxophone(s), 132, 2 5 If 
alto in E-flat, 252 

range of, 251 
baritone in E-flat, 251 

range of, 251 
bass in B-flat, 251 

range of, 251 
soprano in B-flat, 251 

range of, 251 
tenor in B-flat, 251 

range of, 251 
scale(s), 69, 74ff 
Aeolian, 74, 75, 86 
chromatic (duodecuple), 86, 89, 94, 

112f, 116 
diatonic, 86, 115 
Dorian, 74 
Hypoaeolian, 75 
Hypodorian, 74 
Hypoionian, 76 
Hypolydian, 75 
Hypomixolydian, 75 
Hypophrygian, 74, 75 
Ionian, 74, 75, 86 
Lydian, 74, 75 
Mixolydian, 74, 75 
pentatonic, 90 
Phrygian, 74, 75 
whole-tone, 17, 86 
Scarlatti, Alessandro (1659-1725), 57, 

202 
Scarlatti, Domenico (1685-1757), 13, 

202 

Schaeffer, Pierre, 119 
AUK Casseroles, 119 
AUK Tourniquets, 119 
Etude aux Chemins de Per, 119 
Schenker, Heinrich (1868-1935), 

117f 

System of Analysis, 117f 
scherzo, 51, 57, 182 
Schillinger, Joseph (1895-1943), 117 
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Style recognition is contlnuali> ^tressed 
throughout the text. Hints on how to listen 
and what to listen for are given with the 
Record Lists. Unit VII, on Color, is quite com- 
plete from the standpoint of acoustics. Vocal 
tone-color is ^v skipped over lightly. Mere, 

the voice as "chestral tone-color re- 

ceives its just 'ire tersely defined 

in the running c, . jirninating the 

necessity of i 

Many app - ^ait the 

music. To quv>.~ -it is 

either a story about UA*~ "~e 

composer intended to express tru~o^_ 
dotes about the composes or Its historical set- 
ting and importance." Miller^s method is ob- 
jective; namely, to experience music as music 
first. 

Although this is primarily a college text, 
other groups ma 3 use it with profit. 

WILLIAM HUGH MILLER, Director or. 
Vocal Music, Public Schools, East Rochester, 
New York, is a graduate of Wittenberg College, 
Springfield, Ohio. He holds the Master's De- 
gree from the University of Michigan and has 
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Eastman School of Music Rochester, N. Y. HIS 
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music supervision in Ohio and Illinois. Al*-o, 
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Hays Kansas State College; Professor and Di- 
rector of the Graduate Division, Il:"rci-3 Wes- 
ley an University; and Professor and Dear oi 
the Dana School of Music, Youngstown. Oiiio. 
He has been the recipient of the fo lowing 
honors: President of the Kansas Mus c Teach- 
ers Association; Ghairman of Sacred Music for 
the Ohio Federation of Music Glubs; A E j v "bes- 
ot" the Committee on Recordings of the Na- 
tional Association of Schools oi Music; Adjudi- 
cator for the Provincial JVLusic Festivals of 
Saskatchewan, Canada (where, In addition, he 
held in-service training programs in Mush: 
Education for the Public Schools of Su.sk: Uoon 
and Regina) ; President of the Monroe County 
(New York) Music Teachers Association. 
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